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Abstract 
 
Aaron Copland’s compositions of the 1940s present unique approaches to large-
scale tonal organization. Particular pitch classes become central through their perceptual 
salience. In combination with one another and with surface-level pitch events these 
centers create a sense of contextually-defined tonal coherence. 
The analyses in this study explore the tonal coherence of five Copland works of 
the 1940s: the first Allegro from Appalachian Spring, the finale of the Third Symphony, the 
three movements of the Sonata for Violin and Piano, Quiet City, and “Nature, the gentlest 
mother” from the Twelve Poems of Emily Dickinson. The first Allegro from Appalachian Spring 
organizes multiple tonal processes around two structural pitch centers, creating a tonal 
impetus for the climax of the Allegro. The Third Symphony’s finale adapts music from 
another Copland composition, Fanfare for the Common Man, connecting surface-level 
thematic elements with shifts between pitch centers and their associated diatonic 
collections. These shifts are classified according to particular common tones shared by the 
collections. The finale’s linking of pitch centers, collections, and thematic materials 
manifests a tonal structure that parallels a motive from the Fanfare across the span of the 
movement. Analyses of the Sonata for Violin and Piano and Quiet City show contextually-
driven ways in which the composer structures entire multi- and single-movement works. 
Finally, the tonal ambiguities and subtleties of “Nature, the gentlest mother” reflect the 
song’s poetic text and formal design. 
Although the approach to tonal coherence is unique in each composition, 
subsequent comparison of the analyses highlights recurring features among these works’ 
methods of tonal organization. These shared features include the varying emphasis of 
notes, triads, or pitch centers related by interval class 5, the association of thematic 
identity with particular shifts in pitch centricity, the ramifications of ambiguity for the 
 vii 
tonal organization of the work, and the use of abrupt shifts in centricity to call attention to 
impending elements of large-scale tonal structure. 
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Chapter 1 
Introduction 
Justification 
In 1985 André Previn described the significance of Aaron Copland and his work: 
 
Aaron Copland is such a towering figure in twentieth-century music that 
he has become synonymous with American music. Time and time again, when 
my colleagues and I are asked for the inclusion of an American work in a concert 
(particularly in Europe), what the presenters are actually requesting is a work of 
Copland’s. This kind of total identification with nationalism in music has also 
lapsed into the somewhat dangerous field of commercially cynical imitations; for 
examples, endless film scores attempting to depict certain “outdoor” aspects of 
America—to be specific, the West and New England—steal blithely from those 
pages of Copland’s most famous scores which can be imitated but never actually 
duplicated…. 
A fascinating aspect of Copland’s compositions is that his particular voice, 
his handwriting, is discernable even in his most dissonant works…. Copland 
belongs to that handful of twentieth-century composers who have managed to be 
instantly identifiable.1 
 
Previn’s remarks bring to attention two crucial points regarding Copland’s place 
in twentieth-century music. The first is his significance in performance repertory. Among 
American composers his is certainly some of the most-often programmed music, and that 
music’s influence on other composers has spawned an entire school of composition that is 
frequently identified as “American.” It is not without cause that he has been identified as 
“the dean of American composers.”2 The second point is that Copland’s music—despite 
                                                
1André Previn, preface to Neil Butterworth, The Music of Aaron Copland (London: Toccata Press, 
1985), 6. 
2See, for example, Howard Pollack, Aaron Copland: The Life and Work of an Uncommon Man (New 
York: Henry Holt & Co., 1999), 215. 
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its influence and imitators—represents a compositional voice that is unmistakable. 
Copland’s output is certainly diverse: his music ranges from the jazz-influenced Music for 
the Theatre to the biting Piano Variations to the cowboy-tune laden Rodeo to the serial 
Piano Quartet. Even so, many studies of his music attempt to define and describe stylistic 
features that span his broad output.3 This is certainly at least in part because as listeners 
we do perceive some consistent elements across this music’s wide stylistic range. 
If Previn’s premises are correct—that Copland’s significance to American music is 
inestimable and his works diverse yet uniquely identifiable—then it is unfortunate that the 
music theory community has granted relatively little attention to his music. As described 
above and in the “Literature Review” that follows, a growing interest in Copland on the 
part of musicologists has led to several studies placing Copland’s music in its cultural 
contexts and describing its main stylistic features.4 In contrast, neither Music Theory 
Spectrum nor the Journal of Music Theory has ever published a study of Copland’s music. 
Perspectives of New Music’s most recent attention to Copland (aside from Arthur Berger’s 
1992 eulogy5) is a collection of short essays, poems, and compositions celebrating his 
eightieth birthday in 1980. In the modern musical world, theorists are uniquely trained 
and equipped to perform the rigorous analysis needed to bring the critical but elusive 
                                                
3These studies include Arthur Berger, Aaron Copland (New York: Oxford University Press, 1953); 
Julia Smith, Aaron Copland: His Work and Contribution to American Music (Ann Arbor: University Microfilms, 
1952); and (to a certain extent) Butterworth, The Music of Aaron Copland and Pollack, Aaron Copland: The Life 
and Work of an Uncommon Man. Larry Starr points out that “attempts to categorize Copland’s output in terms 
of style… usually run into difficulty at every turn.” “Copland’s Style,” Perspectives of New Music 19 (1980–81): 
70. 
4These trends in musical academia culminated in 2000 with several events celebrating the 
centenary of the composer’s birth. Primary among these were a series of sessions jointly sponsored by the 
American Musicological Society and the Society for American Music in Toronto (1–5 November 2000) and 
the Copland Centenary Conference at the University of London (18 November 2000). Many of the 
musicologists who participated as speakers are represented in Copland Connotations: Studies and Interviews, ed. 
Peter Dickinson (Woodbridge, United Kingdom: Boydell Press, 2002). 
5Arthur Berger, “Aaron Copland: 1900–1990,” Perspectives of New Music 30, no. 1 (1992): 296–98. 
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details of this music to light. That musical world is certainly the poorer for theorists’ 
inattention to music so frequently performed and cited as influencing an entire national 
school of compositional thought.6 
One aspect of Copland’s music that certainly deserves consideration is its tonal 
organization. In that respect, it presents unique challenges to the analyst. Many passages 
exhibit clear pitch centers, though those centers are usually posited through means other 
than those of conventional functional progressions. Moreover, the composer’s harmonic 
palette includes triads, quartal/quintal sonorities, and other diatonic and non-diatonic 
chords that may or may not reference a specific, unambiguous pitch center. Among other 
twentieth-century composers his music is often described as “accessible,” perhaps in part 
because of its frequent emphasis on diatonic (or nearly diatonic) collections and 
presentation of pitch centers. On the other hand, this music resists the use of traditional 
analytic tools (e.g., Schenkerian reduction), especially in attempts to describe its large-
scale tonal organization. 
The problems surrounding the very meaning of the word tonal (and its noun form, 
tonality) must be addressed in a study such as this. Joseph Straus specifically relates tonality 
to the common practice of the later baroque, classical, and romantic periods, and 
distinguishes it from the larger concept of pitch centricity: 
 
All tonal music is centric, focused on specific pitch classes or triads, but not 
all centric music is tonal. Even without the resources of tonality, music can be 
organized around referential centers. A great deal of post-tonal music focuses on 
specific pitches, pitch classes, or pitch class sets as a way of shaping and organizing 
                                                
6In the last several years, the Society for Music Theory has directly sponsored the reading of two 
papers about Copland’s music: David Kopp, “Harmonic Process in Copland’s Piano Variations” (paper 
presented at the annual meeting of the Society for Music Theory, Madison, Wisc., 6 November 2003); and 
Lisa Behrens, “The Twelve-Tone Organization of Aaron Copland’s Piano Fantasy” (paper presented at the 
annual meeting of the Society for Music Theory, Cambridge, Mass., 11 November 2005). A search of 
abstracts from the society’s meetings dating back to 1996 uncovered no other references to Copland or his 
music. 
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the music. In the absence of functional harmony and traditional voice leading, 
composers use a variety of contextual means of reinforcement.7 
 
Straus’s own scholastic work (and that of many others), however, does not 
rigorously adhere to the connection between traditional harmonic/voice-leading practices 
and this meaning for tonal. When Straus uses the terms “tonal axis” and “tonal scheme” 
in application to works by Stravinsky he certainly does not mean to evoke the precepts of 
functional harmonic progression. In fact, his prose belies an awareness of this problem by 
referring to “tone centers” (rather than “tonal centers”) in Stravinsky’s music.8 
Other related theoretical terms further cloud the lexicology. Atonal, whose root 
words mean simply “not tonal,” is commonly used to describe music that does not feature 
a pitch center. Repertoire Straus calls “post-tonal pitch-centric music” typically is not 
regarded as atonal. Atonality refers usually to a lack of pitch centricity and not simply to a 
lack of functional harmony. (Schoenberg’s own distaste for the term atonality in 
application to his music, while historically interesting, has had little impact on modern 
usage of the word.) 
In my discussion I will use the terms tonal and tonality to describe any music that 
exhibits pitch centricity. The equating of tonality and pitch centricity has antecedents in other 
authors’ work. In his study of Debussy’s music, for instance, Richard Parks defines tonality 
in a way that reflects the meaning of pitch centricity as I will use it in this study: “…I use the 
term tonality to describe pitch materials, processes, and contexts that project into 
prominence one or more pcs [pitch classes] to a significantly greater extent than (or at the 
expense of) other pcs.”9 When employed in this sense, tonality does not necessarily connote 
the voice-leading conventions typical of Western music of the common-practice era. The 
                                                
7Joseph Straus, Introduction to Post-Tonal Theory, 3d ed. (Upper Saddle River, N.J.: Prentice-Hall, 
2005), 131. 
8Joseph Straus, “Stravinsky’s Tonal Axis,” Journal of Music Theory 26, no. 2 (1982): 261–90. 
9Richard S. Parks, The Music of Claude Debussy (New Haven, Conn.: Yale University Press, 1989), 3. 
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essential characteristic of tonality and of pitch centricity is the perceptual prominence of a 
given pitch class.10 (I will address the specific ways a pitch class might be “projected into 
prominence” in chapter 2.) 
There are admitted advantages and disadvantages to making tonality and pitch 
centricity synonymous. This nomenclature will spare us occasionally from verbose 
designations such as “post-tonal pitch-centric structure”; while this remains an accurate 
(and most specific) description of this study’s focus, equating tonality and pitch centricity 
allows one to speak of “tonal structure” in Stravinsky or Copland without implying 
functional harmonic/voice-leading practices. The broader use of tonal will also allow the 
opposition between the terms tonal and atonal, manifest in their etymology, to take on real 
meaning. This dichotomy is crucial in Copland’s music, which often features passages 
that lack a clear pitch center themselves but relate to a nearby pitch center via certain 
musical processes. Unfortunately, assigning this meaning to tonality creates inconsistency 
with some other authors, including Straus. This inconsistency, however, seems not so 
egregious when one considers that Straus himself is not consistent, as noted above. When 
discussing specifically the pre-twentieth-century practices Straus associates with 
“tonality,” I will refer to “functional” or “traditional” harmonic practice. Post-tonal can 
retain the usage Straus gives it, in that it points to music written after a certain historical 
period—i.e., after the period in which tonal music was composed exclusively. 
If one equates tonal coherence with satisfying the contrapuntal and harmonic 
precepts of Schenkerian theory, then Copland’s music (and that of a great many other 
                                                
10There appears to be agreement among the authors cited here that pitch centricity is an implicit 
abbreviation for pitch-class centricity. Music described as pitch-centric almost invariably focuses not on an 
iteration of a single note in a single octave, but rather on a pitch abstracted to include all its potential 
manifestations. For example, when a work is described as centered “on C,” what is meant typically is that 
the work give special attention to the pitch class C rather than, say, the note middle C. The present study 
follows the convention of equating pitch centricity with pitch-class centricity. 
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post-romantic composers) must be regarded as tonally incoherent.11 But Copland’s music 
does feature pitch centers whose presentations and relationships to one another afford the 
possibility of a different brand of tonal structure. By examining the pitch centers explored 
in a particular work and the processes used to move between those centers we may find 
criteria besides a priori harmonic and contrapuntal conventions that illuminate interesting 
tonal structures. 
 Straus suggested a method for this type of analysis in “Stravinsky’s Tonal Axis.” 
He pointed out that, nearly twenty years earlier, Arthur Berger had called for “a new 
branch of [music] theory.” This new branch would specifically treat the large body of 
twentieth-century music that is “organized in terms of tone centers but not tonally 
functional.” While noting earlier attempts to approach this repertoire with quasi-
Schenkerian techniques (see the summary of Straus’s discussion of prolongational 
techniques in the literature review below), Berger and Straus were interested in 
developing a method that would “start from what this music itself is, rather than dwelling 
upon its deviation from what music was previously.”12 
Straus’s article specifically develops the concept of tonal axis as a tool for analysis 
appropriate to much of Stravinsky’s music. The axis consists of a pair of overlapping 
major or minor triads that each represents a tonal “pole” emphasized in the music. For 
example, the axis C-E-G-B corresponds to the tonal centers of C (major) and E (minor). 
In the repertoire explored by Straus, “the polarity embodied in the axis is the principal 
                                                
11Heinrich Schenker analyzes Stravinsky’s Concerto for Piano and Wind Instruments in Das 
Meisterwerk in der Musik (vol. 2). “In judging Stravinsky’s music from the point of view of a model derived 
from the music of the Classic-Romantic period, Schenker is led to dismiss the Piano Concerto as a poor, 
failed, incorrect tonal piece. Rather than attempting to confront the piece on its own terms, Schenker 
analyzes the work in traditional tonal terms and rejects it as a failure.” Straus, “Stravinsky’s Tonal Axis,” 
263. 
12Arthur Berger, “Problems of Pitch Organization in Stravinsky,” Perspectives of New Music 2, no. 1 
(1963): 11. Quoted in Straus, “Stravinsky’s Tonal Axis,” 261. 
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determinant of structure. The large-scale harmonic motion in such a piece explores and 
composes-out that polarity.” The tonal axis additionally “must function in the piece as a 
referential sonority.… It must be the essential harmonic generator of the piece; other 
harmonies derive from and relate to it.”13 
Straus’s approach to twentieth-century pitch-centric music exemplifies the 
approach advocated in this study, in that his analyses demonstrate methods to connect a 
composition’s pitch centers (and the movement between them) with events at the music’s 
surface. At their best, Straus’s analyses provide what I call a tonal impetus—a reason, 
suggested by the relationships between the pitch centers of the work, for significant (often 
climactic) tonal events in the music to happen as they do. A good example is Straus’s 
analysis of the first movement from Stravinsky’s Symphony of Psalms, in which motion from 
E centricity to G centricity is dramatized in the tonal axis, E-G-B-D, and in specific 
musical elements infused into the music’s surface. (This analysis is summarized and 
compared to the present analytic approach in the following chapter.) 
Without turning to the more restrictive criteria Straus presents for applying his 
tonal-axis theory to selected Stravinsky works, this study explores the organization of the 
pitch centers in Copland’s music and the relationships between those centers and 
significant musical events. It shows that this music employs specific processes to establish 
pitch centers and associate them with one another, giving rise to tonal coherence across 
large musical spans. The fundamental principle dictating the tonal organization of many 
Copland works is the association of significant pitch centers with other pitch events in the 
musical surface in contextually meaningful ways. Although the ways in which pitch 
centers are posited and linked with other musical elements vary widely from composition 
to composition, showing that several pieces use such principles will define a meaningful 
                                                
13Straus, “Stravinsky’s Tonal Axis,” 265. 
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method for describing and discussing large-scale pitch organization in post-tonal pitch-
centric music by this and other composers. 
Copland’s approach to tonal organization is difficult to describe, though pitch 
centricity would seem to be a crucial feature of his compositional language. Considering 
the pitch centers of a Copland piece in light of other emphasized musical elements can 
demonstrate how the work coheres in a contextual, organic way. What is needed is an 
analytic method that can highlight the ways a given composition’s pitch centers are 
reflected in other pitch elements of the music. In this repertoire pitch centers, the criteria 
contributing to the perception of those pitch classes as centers, and other significant 
elements of the music are coordinated with and reflect one another, coalescing to create a 
coherent musical structure. The analyses in this study highlight the consistencies between 
significant elements of a given composition’s musical surface and its collection of 
structurally important pitch centers across the span of the work. 
Survey of Relevant Literature 
Many analysts have approached the issues surrounding pitch structure in atonal 
music. In contrast is the relative lack of attention given to the tonal structures of post-
tonal pitch-centric music. Such studies devoted to music by Copland are especially rare. 
Copland offers little as to his own conception of how tonal structure operates in 
his or others’ post-tonal music. In What to Listen for in Music, a book “designed for the 
layperson and music student, not for the professional musician,” he provides only a hint 
during a discussion of melody: “At least, in pretwentieth-century music, all melodies tend 
to center around the tonic. Despite heroic efforts to break the hegemony of the tonic, it is 
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still, though not so obviously as in former times, the central point around which other 
notes tend to gather.”14 
Unfortunately, Copland’s music remains underrepresented in published analysis. 
There are several biographies focused on Copland, most notably by the composer himself 
(co-written with Vivian Perlis in the composer’s last decade) and by Howard Pollack 
(published in 1999). Neil Butterworth also surveyed Copland’s output in a bibliography 
published in 1985. Earlier efforts to address Copland’s style—written in the midst of the 
composer’s career—include monographs by Julia Smith (1952) and Arthur Berger 
(1953).15 In most of these cases, Copland’s music is described in prose or excerpted a few 
measures at a time to illustrate its stylistic features and trends, including its relationships 
with jazz and American folk music, its approach to texture, the construction of selected 
harmonies and melodies, and occasionally, in broad strokes, its formal design. Tonal 
centers are sometimes named in individual sections or movements, but large-scale tonal 
structure is hardly addressed in this literature. Excerpts from Butterworth’s discussion of 
the Third Symphony’s finale, which in many ways typifies the approach of these 
bibliographies to Copland’s music, follow. 
 
The movement opens in the key of A flat with a pianissimo version of the 
fanfare on flutes and clarinets. At the entry of the fanfare, itself at the eleventh 
bar, there is an abrupt change into C major. The fanfare, for brass and 
percussion, is then played in its complete 1942 version. Between the fanfare and 
the allegro, Copland inserts a five bar transition passage… The hints on the oboe 
in the above extract become the allegro theme itself as the music settles firmly into 
D major. 
…The recapitulation, following a fff chord, is “far from literal,” a 
characteristic of all his works in symphonic form, but certain figures and 
                                                
14Aaron Copland, What to Listen for in Music (New York: McGraw-Hill, 1939; rev. paperback ed., 
New York: Signet Classic, 2002), xxxiii and 42 (page citations refer to the latter edition). 
15Aaron Copland and Vivian Perlis, Copland: 1900 through 1942 (New York: St. Martin’s/Marek, 
1984) and Copland since 1943 (New York: St. Martin’s/Marek, 1989); Howard Pollack, Aaron Copland: The Life 
and Work of an Uncommon Man; Butterworth, The Music of Aaron Copland; Smith, Aaron Copland: His Work and 
Contribution to American Music; Berger, Aaron Copland. 
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treatments of themes already heard make re-appearances sufficiently consistent to 
indicate that the development has formally come to an end and the recapitulation 
has begun, although now in D flat, a semitone lower than the exposition.16 
 
This treatment of pitch centers—inasmuch as they are actually named in the 
analysis—is actually remarkable in comparison to most of the content of these 
monographs. Even the identification of tonalities is frequently omitted in analyses from 
this literature, depending upon the general stylistic features the author intends to 
highlight. These writings serve the laudable purpose of introducing Copland’s overall 
musical approach and development as a composer, but as a result simply do not focus 
upon the kinds of analytic concerns that are addressed in the present study. 
Following Copland’s death in 1990 there has emerged a nexus of scholarship 
surrounding the possible political and personal influences on his compositional approach 
and evolution. Elizabeth Bergman Crist, Jennifer DeLapp, Nadine Hubbs, Daniel 
Mathers, David Metzer, Pollack, and several others have each put forth interesting and 
often compelling theories positing connections between Copland’s compositional choices, 
his leftist political leanings, and his vaguely-closeted homosexuality. Certain aspects of his 
music might therefore be read as the composer’s responses to specific crises (such as his 
testimony before Joseph McCarthy and the House Un-American Activities Committee in 
1953) or as implicit efforts at self-defining individuality in a right-leaning, homophobic 
culture.17 Without devaluing this exploration of Copland’s personal context in the 
                                                
16Butterworth, The Music of Aaron Copland, 109–10. Butterworth’s claim that the Fanfare for the 
Common Man is, in this finale’s opening, “played in its complete 1942 version” is at the least an 
oversimplification. The changes wrought on this fanfare as it is merged into the Third Symphony’s finale 
are treated in detail in chapter 4. 
17Elizabeth Bergman Crist, “Copland and the Politics of Americanism” in Aaron Copland and His 
World, ed. Carol J. Oja and Judith Tick (Princeton, N.J.: Princeton University Press, 2005); Jennifer 
DeLapp, “Copland in the Fifties: Music and Ideology in the McCarthy Era” (Ph.D. diss., University of 
Michigan, 1998); Nadine Hubbs, The Queer Composition of America’s Sound: Gay Modernists, American Music, and 
National Identity (Berkeley, Calif.: University of California Press, 2004); Daniel Mathers, “Expanding 
Horizons: Sexuality and the Re-zoning of The Tender Land,” in Copland Connotations, ed. Dickinson; David 
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America he helped to define musically, it must be pointed out that the composer’s 
fundamental methods of tonally structuring his music are almost completely unaddressed 
in this recent literature. Hubbs, for instance, locates Copland as the hub of a network of 
New York-based, gay, tonal composers whose work today defines the conventional view 
of “American music”—as much is implied in Previn’s remarks at the beginning of this 
chapter. But Hubbs’s theses do not depend upon detailed examination of Copland’s 
music other than to identify it as frequently “tonal.” If this music’s employment of tonality 
is one of its quintessential features, as Hubbs suggests, then the impact of pitch centers on 
the architecture of the music is certainly worthy of further investigation. 
Of the smattering of theses and dissertations on Copland’s music in the last few 
decades, most were written to fulfill requirements for degrees in musicology or 
composition. The analyses contained here, for the most part, do not tend to treat issues of 
large-scale tonal organization. Two notable exceptions are Richard Sayers’s “Tonal 
Organization in Selected Early Works of Aaron Copland” and Russell Todd Rober’s 
“Tonality and Harmonic Motion in Copland’s Appalachian Spring.” Sayers blends 
Schenkerian and pitch-class set theories in treatments of several works from the 1920s as 
well as the Statements for Orchestra of 1935; the issues raised by this analytic work parallel 
those in similar analyses by Roy Travis and others (discussed below).18 Rober’s approach 
to Appalachian Spring has similarities in certain details to the analysis presented in chapter 
3, though in the end he attributes the work’s large-scale tonal coherence to a general 
                                                                                                                                            
Metzer, “‘Spurned Love’: Eroticism and Abstraction in the Early Works of Aaron Copland,” Journal of 
Musicology 15, no. 4 (1997): 417–43; and Howard Pollack, “The Dean of Gay American Composers,” 
American Music 18 (2000): 39–49. 
18Richard Sayers, “Tonal Organization in Selected Early Works of Aaron Copland” (Ph.D. diss., 
Catholic University, 2000). 
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emphasis on third relationships (in keys and in other musical elements) rather than 
showing a specific tonal structure for the work.19 
One dissertation that relates more directly to the present study is Stephen 
Creighton’s, completed in 1994 at the University of British Columbia. Creighton focuses 
on one Copland technique—the preservation of “common tones” across changes in tonal 
center and/or referential collections—and its ramifications for tonal design in four 
selected works. Creighton provides interesting discussions of how Copland’s music 
establishes tonal centers and moves from one to the next, and thus provides a precedent 
for this study. Nevertheless, his analytic concerns differ from those of this study in many 
respects. One of his main goals is to show  
 
that Copland’s “popular” and “serious” works share a common set of tonicizing 
techniques, which are used to establish tonics and to modulate from tonic to tonic. 
These techniques focus on the connections between the pc collections associated 
with successive tonics by emphasizing pitch-classes that are common.20 
 
In his efforts to treat successions of tonics in Copland’s music, Creighton tends to 
de-emphasize any potential tonal ambiguity a given passage might display (though, in his 
defense, he usually acknowledges the potential for such ambiguity). He also notes 
interesting patterns in his series of tonics (and pitch classes shared by those tonics’ 
referential collections). In contrast, the analytic approach I advocate in this study values 
tonally ambiguous processes. Some passages do not perceptually project a pitch center 
when considered in isolation, but the processes they employ might be shown to predict or 
reinforce the main pitch centers of the work. My approach will posit a structural 
                                                
19Russell Todd Rober, “Tonality and Harmonic Motion in Copland's Appalachian Spring” (M.M. 
thesis, University of North Texas, 1993). See Rober’s pp. 85–87 for his conclusions about third relationships 
in Appalachian Spring. 
20Stephen Creighton, “A Study of Tonality in Selected Works of Aaron Copland” (Ph.D. thesis, 
University of British Columbia, 1994), 4. 
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hierarchy between passages/processes most strongly asserting tonalities and 
passages/processes connecting them. Creighton’s study does not make such distinctions 
between the varied tonal processes of a given work. 
Mathers’s 1989 master’s thesis focuses on defining and describing the cadential 
language of Copland’s Sextet (a 1937 arrangement of the Short Symphony, completed in 
1933). The Sextet, like much of Copland’s output, places emphasis on fifth-related pitch 
classes. In his analyses Mathers selects a single pitch class as a “fundamental” that is 
connected via perfect fifths to chains of more perfect fifths above and below. These chains 
surrounding the fundamental constitute “dominant” and “subdominant” poles 
respectively. As the music progresses, the fundamental is either reinforced through 
symmetrical exploration of both poles or weakened through asymmetrical emphasis of 
one pole over the other (according to Mathers, “bilateral symmetry engenders 
stability”).21 Attention to perfect-fifth relationships is also crucial in the present study of 
Copland’s later music, though the natures and ramifications of these relationships vary 
widely from piece to piece, impacting tonal organization in different ways and to different 
extents. 
Another author who has given thought to the tonal structure of Copland’s music is 
Larry Starr. He has provided an analysis of Music for the Theatre that defines a dichotomy 
between two “voices.” These voices are introduced in the composition’s first movement: 
“forte versus piano, detached versus legato, ‘sharp’ and ‘nervous’ versus ‘espresssivo,’ brass 
sonority versus woodwind sonority, an implied center of G versus an implied center on 
B…”22 Starr associates specific tonalities with clusters of other musical dimensions to 
distinguish these voices, which in his discussion account for various events as the piece 
                                                
21Mathers, “Closure in the Sextet and Short Symphony by Aaron Copland: A Study Using 
Facsimiles and Printed Editions” (M.M. thesis, Florida State University, 1989), 53–58. 
22Larry Starr, “The Voice of Solitary Contemplation: Copland’s Music for the Theatre Viewed as a 
Journey of Self-Discovery,” American Music 20 (2002): 304. 
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progresses. By making mention of certain pitch centers’ roles in Music for the Theatre, this 
brief analysis thus presages the context-driven approach to uncovering tonal structure 
advocated in the next chapters. More recently, Starr has completed the only published 
monograph focusing on a single Copland work, the Twelve Poems of Emily Dickinson.23 The 
issues raised by this book are treated in chapter 7 alongside my analysis of the cycle’s first 
song. 
Some theorists have targeted post-tonal centric music by composers other than 
Copland. Roy Travis and Felix Salzer are two early proponents of a movement to apply 
Schenkerian/prolongational analysis to such repertoire. Travis, for instance, posits the 
prolongation and unfolding of dissonant harmonies as the basis for the compositional 
background of a work by Bartók, and uses hierarchical, reductive graphs reminiscent of 
Schenker’s to express these prolongations.24 Salzer’s Structural Hearing actually includes 
brief analyses of passages from Copland’s music, including the first movement of the 
Piano Sonata, music from the film score to Our Town, and Appalachian Spring.25 In each 
case, the analysis attempts to reconcile the music in question with the norms of functional 
harmony and species counterpoint. The most extended analysis (of the end of the Piano 
Sonata’s first movement) depends upon the prolongation of a polychord consisting of a 
tonic triad and its minor dominant. Salzer’s prose does not describe the criteria employed 
to identify or label such a prolongation. 
An early Allen Forte monograph (Contemporary Tone-Structures, 1955) includes an 
analysis of the third of Copland’s Four Piano Blues. Though Forte does not explicitly invoke 
                                                
23Larry Starr, The Dickinson Songs of Aaron Copland (Hillsdale, N.Y.: Pendragon Press, 2002). 
24Roy Travis, “Tonal Coherence in the First Movement of Bartók’s Fourth String Quartet,” Music 
Forum 2 (1970): 298–371. 
25Felix Salzer, Structural Hearing (New York: Dover, 1962). Piano Sonata: p. 194 and ex. 416; Our 
Town: p. 192 and ex. 412; Appalachian Spring: p. 134 and ex. 239. Salzer also presents analyses of passages by 
Bartók, Debussy, Hindemith, Martinu°, Ravel, Stravinsky, and Vaughan Williams. 
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Schenker when describing his analytic method, the analysis is reductive; Forte prescribes 
a set of salience conditions to justify the derivation of each deeper, less-detailed level from 
the previous.26 The analysis begins with this claim: “The entire work is heard as an 
expansion of the single sonority: Bb-Db-F-Ab.”27 Forte’s approach can be grouped with 
those of Travis and Salzer in that they each view certain musical surfaces as prolonging a 
dissonant harmony. 
Travis, James Baker,28 and others have used quasi-Schenkerian prolongational 
techniques to treat atonal music as well. These analyses purport to demonstrate 
prolongations of significant pitch-class sets in perceptually atonal works by Schoenberg, 
Webern, Scriabin, and other composers. In contrast with the atonal repertoire explored 
in these analyses, Copland’s music tends to be more avowedly tonal (with significant 
exceptions). In any event, Fred Lerdahl criticizes this pitch-class set/Schenkerian hybrid 
approach as “theoretically unsatisfying” because “it does not establish any real connection 
between the theories of the two idioms.”29 Moreover, Joseph Straus (in several writings30) 
provides compelling arguments against the use of prolongational analysis in post-tonal 
music. Those arguments include: 
1. Traditional tonal music as understood in Schenker’s theory provides clear 
criteria by which consonances and dissonances can be distinguished. Therefore, 
                                                
26Allen Forte, Contemporary Tone-Structures (New York: Columbia University Teachers College, 
1955), 17. 
27Ibid., 63. 
28James Baker, “Voice Leading in Post-Tonal Music: Suggestions for Extending Schenker’s 
Theory,” Music Analysis 9, no. 2 (1990): 177–200; and “Post Tonal Voice-Leading,” in Models of Musical 
Analysis: Early Twentieth-Century Music, ed. Jonathan Dunsby (Oxford: Alden Press, 1993). 
29Fred Lerdahl, “Atonal Prolongational Structure,” Contemporary Music Review 4 (1989): 67. 
30See especially “The Problem of Prolongation in Post-Tonal Music,” Journal of Music Theory 31, 
no. 1 (1987): 1–22; and “Voice Leading in Atonal Music” in Music Theory in Concept and Practice, ed. James 
Baker, Jonathan Bernard, and David Beach (Rochester, N.Y.: University of Rochester Press, 1997). 
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distinctions between structural and embellishing notes in a post-tonal musical surface tend 
toward the arbitrary. 
 2. Consonant notes and chords must be further assigned relative structural weights 
for prolongational analysis to answer the questions that arise at more remote levels—
which consonances serve to prolong others, and which are thereby prolonged? Such a 
hierarchy of consonances is difficult to prescribe absent the tonic/dominant 
relationship.31 
 3. Distinction between motion within a harmony (arpeggiation) and motion between 
harmonies (voice leading) becomes problematic when the intervals suggesting each type of 
motion are themselves no longer discrete. In Schenker’s model, harmonies are 
constructed with the intervals of the triad (thirds, fifths, and their inversions) while voice 
leading takes place by step. When the harmonies being “prolonged” are no longer 
necessarily triadic, intervallic functions become inconsistent, and the vertical and 
horizontal dimensions are in danger of becoming confused. 
As described above, Straus’s “Stravinsky’s Tonal Axis” demonstrates an analytic 
method for similar repertoire (certain pitch-centric music by Stravinsky) connecting 
features of the music’s surface with the tonalities explored therein. The value in this 
method, I believe, is its willingness to consider each musical surface as a potential 
                                                
31Steve Larson has argued that the problem described here (as applied to traditional tonal music) is 
in fact the converse: consonance is defined by the object being prolonged, rather than consonance defining 
the prolongation. Steve Larson, “The Problem of Prolongation in Tonal Music: Terminology, Perception, 
and Expressive Meaning,” Journal of Music Theory 41, no. 1 (1997): 101–36. Straus’s response acknowledges 
that some give-and-take between basic assumptions about consonance and actual musical contexts is 
needed for sensitive analysis, but stands by his basic premise: “Unless you can reliably and consistently 
distinguish between consonant/stable/supported tones and dissonant/unstable/unsupported tones and 
unless you can reliably and consistently describe the embellishing relationships that tie the latter to the 
former, then you will have difficulty in producing persuasive prolongational analyses of any music.” Joseph 
Straus, “Response to Larson,” Journal of Music Theory 41, no. 1 (1997): 138. 
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generator of a self-defining tonal structure, in contrast to an approach that compares a 
given musical object with precompositional (indeed, preanalytical) precepts. 
If, for the reasons described above, one rejects prolongational analysis as a means 
for describing the tonal structure of post-tonal pitch-centric music, then one must define 
other methods for determining relative structural weights of pitch centers and musical 
processes connecting them. In this light, the salience conditions proposed by Lerdahl for 
analysis of atonal music may prove useful.32 The experienced listener posited by Lerdahl 
and Ray Jackendoff’s A Generative Theory of Tonal Music intuitively negotiates conditions of 
tonal stability with the relative salience of pitch events to form an impression of the work’s 
structure.33 For instance, a long appoggiatura might exhibit a great deal of salience via its 
metrical and agogic weight and its dynamic and registral emphasis, but it is subsumed 
structurally by its resolution because it is not stable in the context of the surrounding 
harmony. Lerdahl suggests that in atonal music, the relative absence of stability 
conditions “makes salience cognitively all the more important. I argue that listeners 
organize atonal surfaces by means of it. As a result, atonal music collapses the distinction 
between salience and structural importance.”34 In the absence of traditional tonal 
structure, he proposes favoring more salient elements as structural.35 
I believe that analysis of post-tonal centric music also demands an emphasis on 
salience. Any of the salience criteria outlined by Lerdahl has the potential to help define 
pitch centers and parse the processes linking them in Copland’s music. Additionally, 
                                                
32Lerdahl, “Atonal Prolongational Structure,” 73–74. 
33Fred Lerdahl and Ray Jackendoff, A Generative Theory of Tonal Music (Cambridge, Mass.: MIT 
Press, 1983). 
34Lerdahl, “Atonal Prolongational Structure,” 73. 
35Lerdahl’s salience conditions are enumerated explicitly in the next chapter. In summary, they 
place greater weight upon events that are louder, in strong metrical positions, in extreme registers, longer, 
timbrally emphasized, etc. Lerdahl, “Atonal Prolongational Structure,” 73–74. 
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though, some elements of tonal stability may also obtain in Copland’s music. For 
example, triads frequently appear in prominent roles in his compositions—because of 
their perceptual identity as triads, our conditioning as tonal listeners creates inevitable 
foci around their roots and they therefore must be granted some structural weight. 
Lerdahl seems to have come to a similar conclusion: “I see little interest in making 
a theory of atonal music that cannot find its place in a general theory of music. One 
normally listens to Bach, Brahms, Bartók, and Boulez with the same ears, adjusting for 
the manifest differences. A music theory should reflect this continuity.”36 For this reason 
Lerdahl adds to salience a limited number of “principles of perceptual organization” that 
have roots in traditional tonal practice. In summary, these principles allow for pitches to 
ornament one another based upon specific criteria grounded in current perceptual theory 
of consonance and dissonance.37 This supplementation of his salience conditions is 
supported by Nicola Dibben’s 1999 study of the perception of atonal structures, which 
found that “listeners hear atonal music in terms of the relative structural stability of events 
and that this mode of hearing is influenced by dissonance and horizontal motion as well 
as salience.”38 Since I (and Straus and Berger) have proposed to approach post-tonal 
pitch-centric repertoire by giving more weight to contextual criteria, it follows that the 
salience of a given musical event, and the ways in which we perceptually connect it to 
other events, are important factors in determining its role in the work’s tonal structure. 
                                                
36Fred Lerdahl, “Spatial and Psychoacoustic Factors in Atonal Prolongation,” Current Musicology 63 
(fall 1997): 9. Lerdahl’s use of the term prolongation is explicitly and consistently non-Schenkerian; he equates 
prolongation simply with the repetition of an event (often after its absence). This contrasts with Straus and 
Larson, who describe it more specifically as the ornamentation of a given event by a different event. My 
discussion of Lerdahl here is presented so as to avoid this semantic problem, but the reader should be aware 
of the issue when consulting these authors’ writings. 
37Lerdahl, “Spatial and Psychoacoustic Factors in Atonal Prolongation,” 17–19. 
38Nicola Dibben, “The Perception of Structural Stability in Atonal Music: The Influence of 
Salience, Stability, Horizontal Motion, Pitch Commonality, and Dissonance,” Music Perception 16, no. 3 
(1999): 293. 
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Organization of this Study 
Chapter 2 of this study enumerates and addresses the analytic issues raised by the 
pitch structure of Copland’s music. The advocated approach catalogs the criteria by 
which analytic decisions are made, while providing rationale for an especially 
contextually-sensitive approach to this music. The discussion includes examples 
demonstrating how the present analytic approach has antecedents in other repertories 
and analyses, as well as showing that approach’s potential for illuminating the tonal 
structure of this repertoire. 
Chapters 3 through 7 bring this analytic approach to bear on several Copland 
works completed between 1940 and 1950. I have chosen to focus on this decade of 
Copland’s career for a combination of reasons. His tonal language, which had evolved 
over the first stages of his career, crystallized during this period in a series of works for 
varied performing forces that exhibit a focus on certain elements today commonly 
associated with the composer: pandiatonicism, pitch centricity, harmonies and melodies 
emphasizing interval class 5, and melodic material either derived from or reminiscent of 
American folk music. On one hand, Larry Starr’s observation that “attempts to 
categorize Copland’s output in terms of style… usually run into difficulty at every turn”39 
is reflected inasmuch as my analyses show that each work’s approach to tonal structure is 
unique to that work. Even so, works like Quiet City and Appalachian Spring, completed in 
1940 and 1944 respectively, certainly sound more like one another than do, for instance, 
the Piano Concerto and Vitebsk, which were written just two years apart (in 1926 and 
1928). When pioneering an analytic approach to a repertoire that has not been previously 
explored in great depth or detail, it makes sense to begin with a collection of compositions 
that exhibit some surface commonalities. The consistencies that can be discerned in this 
                                                
39See note 2. 
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period of Copland’s compositional maturity suggest that this part of his output may 
constitute an appropriate analytic beachhead.40 In addition, Copland’s most famous and 
oft-performed compositions hail from the 1940s. As I have already proposed, scrupulous 
exploration of the analytic issues surrounding such well-known music is long overdue. 
Finally, Copland’s music of this period tends to be more unabashedly and 
perceptually pitch centric than either his earlier or later music. Examples of Copland’s 
earlier works that are less focused on pitch centers include Vitebsk, the Symphonic Ode 
(1929), and the Piano Variations (1930), as well as long stretches of the Short Symphony 
(1933). Following the works of the 1940s, Copland turned immediately to serialism in 
pieces like the Piano Quartet (1950), the Piano Fantasy (1955–57), and Connotations (1962) 
while also continuing to write pitch-centric diatonic music in works like The Tender Land 
(1952–55) and Dance Panels (1959–62). Clearly, a new examination of Copland’s approach 
to pitch organization benefits from concentrating on a period in which pitch centricity is 
the norm.41 
Chapter 3 therefore begins this study’s detailed analyses with an examination of 
the first Allegro section from Appalachian Spring. This Allegro exhibits a clear organization 
of tonal processes around two structural pitch centers. The ways in which these processes 
link these pitch centers are made apparent in the music’s surface, making it relatively easy 
to trace the ways in which pitch centers and processes are associated with one another. 
The chapter concludes by comparing Appalachian Spring’s coda with the Allegro to 
demonstrate how pitch centers can relate to one another across the span of an entire 
composition. 
                                                
40Other works from the 1940s not explored in this study that further demonstrate the homogeneity 
of this period include the Piano Sonata (1939–41), Lincoln Portrait (1942), Rodeo (1942), and In the Beginning 
(1947), as well as several film scores (Our Town, The Red Pony, and The Heiress). 
41This is not to suggest that perceptually atonal music cannot assert structural pitches, only that a 
work’s assertions of centric pitch classes constitute useful signposts to its tonal organization.
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Chapter 4 focuses on the finale of Copland’s Third Symphony (completed in 
1946). This movement offers a more complex set of contextually-defined relationships 
among pitch centers, shifts between pitch centers, and other pitch elements. Specifically, 
the ways in which this movement appropriates music from another Copland composition, 
Fanfare for the Common Man (1942), leads to a set of associations between thematic elements 
and different types of tonal shifts as classified according to the shifts’ attention to specific 
common tones. The tonal structure of the movement interacts with its formal 
organization in interesting ways and also parallels a motive from the Fanfare across the 
span of the movement. 
Chapters 5 and 6 explore the tonal organization of two complete Copland works 
from the 1940s: the Sonata for Violin and Piano (1943) and Quiet City. These analyses 
afford the opportunity to consider contextually-driven ways in which the composer 
structures entire multi- and single-movement works. Chapter 7 investigates the tonal 
treatment of a vocal work, “Nature, the gentlest mother” from Twelve Poems of Emily 
Dickinson (1949–50). This song’s tonal treatment, when carefully considered in light of its 
ambiguities and subtleties, demonstrates a reflection of its text not illuminated in existing 
analyses. 
The Violin Sonata, Quiet City, and “Nature” each represent a unique 
configuration in terms of organizational scope. Quiet City is a single-movement work 
lasting about nine minutes, the Violin Sonata is in three movements lasting a total of 
about twenty minutes, and “Nature, the gentlest mother” is the longest of the songs from 
its cycle at approximately four minutes. Considered alongside the excerpts from 
Appalachian Spring and the Third Symphony, this repertoire represents, within the gamut 
of Copland’s compositions of the 1940s, a wide variety of performing forces—from full 
orchestral works to trumpet and English horn with strings to solo instrument with piano 
to solo song. The poetic text of the last work also affords additional analytic opportunities. 
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The analytic approach of this study thus demonstrates flexibility in its treatment of this 
relatively diverse cross-section of Copland’s output. 
As suggested above, and explained and illustrated in the next chapter, the analytic 
approach advocated here depends upon a contextually-sensitive treatment of tonal 
organization. This allows for each composition’s unique correspondences between pitch 
centers and other musical parameters to “speak for themselves” in a self-defining, organic 
way, rather than being tethered to a single theory of tonal structure meant to explain a 
wide swath of repertoire. Even with priority assigned to the unique tonal characteristics of 
each piece, broad correspondences illustrating Copland’s continuing concern for internal 
tonal coherence emerge from this collection of analyses. The final chapter of this study 
focuses upon those correspondences, creating a perspective of Copland’s approach to 
tonal structure in the 1940s. The chapter concludes with suggestions regarding future 
avenues of related research and speculation about that research’s possible results. 
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Chapter 2 
Analytic Issues 
Overview 
Organization of this Chapter 
The following chapters demonstrate an analytic approach in which pitch-centric 
music by Copland displays contextual tonal coherence. This method begins by identifying 
the most significant and salient pitch centers of the work. Subsequent probing of the 
musical surface uncovers the contextually sensitive ways in which other musical 
parameters correlate with those structural pitch centers. That is, specific musical elements 
will be shown to parallel pitch centers and the distance between them, thereby suggesting, 
summarizing, and providing impetus for the larger-scale movement from one pitch center 
to another. Attention to the correlations between structural pitch centers and features of 
the music’s surface illuminates the tonal coherence of Copland’s compositions. 
This chapter begins with synopses of analyses of earlier works by two other 
composers—one a common-practice-era sonata by Beethoven, the other a movement by 
Stravinsky as analyzed by Joseph Straus. Both analyses will demonstrate that, whether a 
given work exhibits functional tonality or post-tonal pitch centricity, tracing the 
correspondence of the work’s pitch centers with other pitch elements of the music’s 
surface can elucidate the work’s tonal coherence. While the music explored in the present 
study differs in specific ways from that of the Beethoven and Stravinsky analyses below, 
focusing on the parallels between pitch centers and other musical elements is hardly a 
new endeavor, and in fact has proven fruitful in a variety of repertoires—as these analyses 
illustrate. 
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An outline and justification of the analytic principles involved in identifying and 
assigning structural value to pitch centers and other pitch events follow the consideration 
of these two analyses. As applied to Copland’s music, the criteria by which such decisions 
can be made are categorized as salience criteria, tonal-residue criteria, and contextual 
criteria. By way of demonstrating explicitly how these criteria might apply and interact in 
a given piece, analytic examples from Copland works are provided. One example shows 
how a pitch center can be established emphatically as structurally significant to the 
composition, one shows how analytic principles interact to create tonal ambiguity that has 
consequences for the piece’s tonal structure, and one shows how a pitch event can be 
aligned with surrounding pitch centers without itself projecting a center. This chapter 
concludes with a discussion of certain terminology as it will be used in the remainder of 
this study. 
Analytic Antecedents 
The demonstration of a given composition’s tonal coherence by paralleling its 
pitch centers with other musical elements is not a new analytic tactic. As the following 
analyses of music by Beethoven and Stravinsky will show, the approach to tonal 
alignment advocated in this study has antecedents in music predating Copland’s and in 
analyses predating this approach. However, differences in Copland’s treatment of tonality 
require an analytic technique at variance in certain ways from the methods shown in 
these samples from other musics. These analytic synopses therefore serve two purposes. 
First, they illustrate that the linkage of tonal centers to other musical elements yields 
worthwhile results in a large cross-section of repertoire cutting across stylistic and 
historical boundaries. Second, the following analyses of other composers’ music serve to 
highlight the ways in which an investigation of Copland’s tonal structures necessarily 
differ. If Copland’s works share with so much other previous music a preoccupation with 
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pitch centricity, then it seems appropriate to consider analytic approaches to those earlier 
repertories that place importance on pitch centers—while bearing in mind that 
dissimilarities in Copland’s tonal language will necessitate differences in its analytic 
treatment. 
Beethoven’s Piano Sonata Op. 14, No. 1—and especially its second movement—
demonstrates how pitch centers can reflect other dimensions of the music’s surface. The 
second movement of the sonata is cast as a minuet and trio in E minor. The opening 
minuet ends with an E-major chord, supplied by the typical Picardy-third inflection of a 
tonic minor triad. The trio that follows, however, is in the key of C major. The single 
common tone shared by the E-major and C-major triads, E, is emphasized by its isolation 
just as the minuet ends and the trio begins. This modulation from E to C is shown in 
example 2.1. 
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Example 2.1. Beethoven, Op. 14, No. 1, II, mm. 59–65 
 
The juxtaposition of keys related by major third—here, E and C—is not so 
unusual in Beethoven’s output. What is interesting for our purposes is that Beethoven 
parallels this juxtaposition of E and C elsewhere in the movement and the sonata. This 
movement’s first two harmonies are in fact E minor and C major, as shown in example 
2.2.  
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Example 2.2. Beethoven, Op. 14, No. 1, II, mm. 1–2 
 
The melody’s hovering around E4 in these two measures emphasizes this 
common tone, just as E is stressed at the juncture between the minuet and trio. The first 
two bars of the movement thus constitute a microcosm of the movement’s eventual tonal 
progress toward C. The minuet goes on to tonicize C in mm. 17–24, reaching a half 
cadence in C at the end of this phrase and thereby further forecasting the trio’s C 
centricity. Finally, the first movement of this sonata in E major offers in its recapitulation 
a striking presentation of a theme in C major. Aside from E and its dominant, C is the 
only pitch center explored in this movement outside the development—and perhaps half 
of the development is itself focused on C major. The significance of C major in the 
context of a reigning E tonality is suggested long before the second movement’s trio is 
reached. 
The multi-leveled parallelisms juxtaposing C with E form a fascinating subplot to 
this otherwise typical early nineteenth-century sonata. In this case, the conventions of 
harmony and voice-leading, so well articulated by Schenker, govern the large-scale tonal 
organization of this piece. In this perspective, the three-part form of the second 
movement results from the large-scale contrapuntal progression i–VI–i (E–C–E), but at 
deeper levels gives way to the essential harmonic/contrapuntal structure permeating this 
repertoire: i–V–i. This perspective is illustrated in the graph of example 2.3.1 
                                                
1Carl Schachter provides a more detailed Schenkerian perspective of this movement’s minuet 
section in “Rhythm and Linear Analysis: Durational Reduction,” in Unfoldings: Essays in Schenkerian Theory 
and Analysis, ed. Joseph N. Straus (New York: Oxford University Press, 1999), 65–70. 
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Example 2.3. Middleground sketch of Beethoven, Op. 14, No. 1, II 
 
The minuet’s opening harmonies, as well as the first movement’s forecasting of C 
major’s importance, neatly parallel the movement from i to VI. However, this parallel 
between the movement’s pitch centers and such surface features is not essential to the logic 
of the movement’s background tonal structure. At the deepest level, the movement’s 
expression of a tonal archetype, i–V–i supporting 3^–2^–1^, ensures its coherence. With or 
without the interesting parallelisms explored above, the entire musical surface can be 
reconciled as an Auskomponierung of a tonic chord via specific harmonic and voice-leading 
conventions taken for granted by this approach. Suppose for a moment that m. 2 simply 
repeated the opening bar’s E-minor harmony rather than moving to C. The 
correspondence between this feature of the musical surface and the movement’s 
middleground would dissolve, but the background i–V–i would continue to define the 
movement’s deepest tonal structure. The movement’s use of VI at multiple levels is 
ultimately nonessential to the music’s tonal coherence at the largest level. 
In contrast, much of Copland’s work displays similar parallels between pitch 
centers and surface-level musical phenomena without consistently attending to the other 
traditional principles of voice-leading and harmonic functionality. As a result, a view of 
tonal structure that hinges upon reducing a musical surface to a consistent background 
via a set of commonly-held harmonic and voice-leading conventions is unable to come to 
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grips with this repertoire.2 Instead, a sense of internal consistency between pitch centers 
and pitch elements of the musical surface, modeled by the multi-leveled E/C relationship 
of Beethoven’s minuet and trio, provides contextual coherence in Copland’s works. I 
propose that these pitch centers themselves, their methods of presentation, and their 
relationships to the musical surface are aligned with one another in aesthetically satisfying 
ways. The difference from this Beethoven example is that, in Copland’s case, this tonal 
coherence exists divorced from any pre-existing harmonic or contrapuntal conventions 
allowing for reduction to a background (like I–V–I) that is consistent from work to work. 
A similar case for describing tonal structure via correspondences between pitch 
centers and musical events is made by Straus in regard to certain repertoire by 
Stravinsky. In “Stravinsky’s Tonal Axis” Straus identifies a “significant body of works by 
Stravinsky” that could be viewed as being organized around a pair of overlapping major 
or minor triads that, considered together, take the appearance of a major or minor 
seventh chord. Straus designates this pair of triads the work’s tonal axis, and as such it 
displays two other characteristics: 
 
It must function in the piece as a referential sonority. It must occur 
prominently as a discrete harmony within the piece, particularly in cadential 
situations. It must be the essential harmonic generator of the piece; other 
harmonies derive from and relate to it. 
It must embody a conflict or polarity between its two constituent triads. All 
axes have the appearance of seventh chords, but not all seventh chords function as 
tonal axes. Each of the overlapping triads which constitute the axis must be shown 
                                                
2As Straus and Lerdahl have argued (see the literature review in the previous chapter), the absence 
of such conventions in much post-tonal music seriously hinders the ability of a prolongational analytic 
approach to distinguish that which is structural from that which is ornamental. Copland’s music does 
sometimes evoke elements of common-practice-period harmonic and voice-leading practice, and as a result 
impact tonal structure at local levels (described below as “tonal residue”). Nevertheless, such evocation is 
not consistently present, and Straus and Lerdahl’s objections therefore also apply to this repertoire. 
Schenkerian prolongation depends upon harmonic and contrapuntal conventions that simply do not govern 
Copland’s music. 
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to have a palpable identity and centricity of its own.3 
 
One of Straus’s analyses employing this tonal axis theory examines the first 
movement of Stravinsky’s Symphony of Psalms. Straus finds in this movement’s famous 
opening chord a “musical tension” embodying “the central tonal polarity of the 
movement which governs all the principal motions.”4 This chord, shown in example 2.4, 
is literally an E-minor triad, but its idiosyncratic spacing and doublings places unusual 
prominence upon its third, G. 
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Example 2.4. Stravinsky, Symphony of Psalms, opening chord 
 
Straus goes so far as to suggest that “the particular disposition of this chord might 
be said to imply the pitch D as an overtone.” This chord thus fulfills the requirement that 
the tonal axis be “present” at the music’s surface in a prominent way—the E-minor triad 
in this context also points to a potential overlapping G major triad. The chord of example 
2.4 is in fact repeated as a simultaneity several times throughout the movement with the 
same spacing and orchestration, and Straus points out that, just before one of its 
restatements (in the measure before rehearsal number 9), the pitches of the chord are 
arpeggiated with the “missing” D. Thus, the opening chord of the movement points 
primarily to E, but implies that G has importance to the movement as well. 
This E/G duality is manifested in the organization of the rest of the movement. 
The movement ends with a climactic arrival on a G major triad, reinforcing the G side of 
                                                
3Straus, “Stravinsky’s Tonal Axis,” 265. 
4Ibid. 
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the tonal axis that was left implied at the movement’s opening. Moreover, Straus also 
finds that the tension between E minor and G major is played out elsewhere in the music: 
 
Throughout almost the entire movement, motion is directed toward the EGB part 
of the axis by means of the association of E and F. In numerous passages, 
beginning with the first choral entrance [shown below in example 2.5], the F 
functions as an upper neighbor to E. Throughout the movement, the appearance 
of F signals a return to E. Through the close association of these two pitches and 
through the embellishing role of the F, the tonal motion is confined around the E. 
At the final cadence, however, the firm relationship between E and F is disrupted: 
the F passes upward to G rather than moving back down to E…5 
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Example 2.5. Stravinsky, Symphony of Psalms, I, rehearsal number 4 
 
                                                
5Ibid., 268. 
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Straus’s example 6, reproduced here as example 2.6, shows the end of the 
movement superimposed over his analysis. The analysis illustrates that, in the melody, E 
is finally allowed to ascend to G through the F that previously served as a neighbor to E.  
 
 
Example 2.6. Straus’s example 6 (Symphony of Psalms, conclusion of first movement)6 
 
                                                
6Ibid., 270. 
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The lower portion of his sketch shows how the bass moves from E to G as well, 
though in this case the motion is downward through a sixth. The tension between G and 
E suggested by the tonal axis, implicit in the work’s opening chord and its repetitions, is 
here expressed by the climactic way in which G is finally attained via motion from E. 
By considering the pitch centers of this work and the ways in which motion 
between them is manifested, an analysis of its tonal structure that links important features 
of the music’s surface with the movement’s pitch centers becomes possible. Straus’s 
demonstration of a commonality among several Stravinsky works—their use of similarly 
constructed “tonal axes”—certainly generates additional analytic interest.7 As we apply a 
similar approach to Copland’s music, however, we should not expect to find that his tonal 
structures are similarly governed by pairs of third-related major or minor triads, or that a 
fused version of such triads will be apparent in the music itself. The value of Straus’s 
analysis to the present endeavor is its modeling of a contextually sensitive approach to a 
pitch-centric musical surface. By considering the main pitch centers of this Stravinsky 
movement in relation to other significant pitch elements of the music (the opening chord, 
the neighbor treatment of F, and the climactic arrival on G), Straus is able to show a 
remarkable level of coherence and correspondence among all these pitch aspects. Unlike 
the tonal-axis theory of Straus’s article, the main goal of this study is not to posit a single 
overarching approach governing tonal structures in a body of works by Copland (though 
commonalities across this repertoire are highlighted in the concluding chapter of this 
study). Instead, each analysis will seek to describe the tonal organization of a given 
musical work as that work itself defines and presents it. 
The present methodology for analyzing Copland’s music hinges upon principles 
of salience, tonal residue, and contextual criteria, which will be defined and described 
                                                
7Straus uses his tonal axis theory to treat the first and third movements from the Symphony of Psalms 
as well as the Dumbarton Oaks Concerto, Oedipus Rex, and the Symphony in C. 
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below. The individual analyses of excerpts and complete works by Copland deal with 
these issues in ways that are unique to each piece, but as was the case with these analyses 
of Beethoven and Stravinsky works, each analysis engages issues of pitch centricity, 
connections between pitch centers, and alignment of those centers with other musical 
parameters. This concern with tonal coherence, as defined by the unique alignment of 
pitch centers with other elements in an individual work, is the common ground linking 
Copland’s music and this analytic approach with the music and analyses explored above. 
Analytic Principles 
Lerdahl’s Salience Conditions 
As discussed above, the main goal of this analytic approach is to show how the 
relationships between pitch centers of a given work and the movement from one center to 
the next are paralleled in surface musical events. Above all, this analytic methodology 
proceeds first from the way each musical surface presents pitch centers. The approach 
starts directly with questions such as, “What pitch centers are (most) emphasized by this 
music?” “How does this music foreshadow the arrival of each pitch center?” and “In what 
ways is the movement between important pitch centers suggested by other pitch events?” 
The answers to such questions will suggest ways that the work’s pitch centers and other 
specific musical processes are connected, creating a cohesive whole. 
In order to answer these questions, criteria by which pitch events and pitch 
centers are identified and classified as more or less structural must be established. In 
prolongational theories meant to address common-practice tonality, the conventions of 
voice leading and harmonic progression fill this role, as seen above in the Beethoven 
movement. Given the different treatment of tonality in Copland’s music, we must define 
other means of labeling and linking pitch centers. It therefore seems appropriate to 
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generate a method that places higher value on those pitch classes that the music itself 
emphasizes. All things being equal, the more salient a pitch event is, the more analytic 
value it should carry. 
For this reason, the salience criteria catalogued by Fred Lerdahl in “Atonal 
Prolongational Structure” will prove helpful. His theory, as described in this article, is 
clearly geared toward the atonal repertoire of Schoenberg, Webern, and others; much of 
the analytic technique he advocates is immaterial to the present methodology. However, 
his approach hinges upon the relative salience of pitch events, as he argues that “atonal 
music collapses the distinction between salience and structural importance.”8 To parse 
the music he is addressing (in “time-span reductions”), he outlines a set of “salience 
conditions” that neatly summarizes the ways in which a pitch event might be stressed. 
Lerdahl points out that salience also plays a crucial role in understanding traditional tonal 
music, and convincingly states that “[w]e do not hear Elektra and Erwartung in completely 
different ways…. In short, the historical development from tonality to atonality (and back) 
is richly continuous. Theories of tonality and atonality should be comparably linked.”9 
Any compelling technique linking these musics and theories with each other and with our 
experience of them would certainly place a premium on the salience of pitch events. 
Lerdahl’s salience conditions prefer an event that is 
 
(a) attacked within the region [i.e., begun within the rhythmic group this event is 
meant to represent]; 
(b) in a relatively strong metrical position; 
(c) relatively loud; 
(d) relatively prominent timbrally; 
(e) in an extreme (high or low) registral position; 
(f) relatively dense; 
(g) relatively long in duration; 
(h) relatively important motivically; 
                                                
8Lerdahl, “Atonal Prolongational Structure,” 73. 
9Ibid., 67.
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(i) next to a relatively large grouping boundary; 
(j) parallel to a choice made elsewhere in the analysis.10 
Omitted from this list are numbers Lerdahl uses to quantitatively distinguish the 
“relative strengths” by which each criterion is applied. Elsewhere, Lerdahl admits that 
“quantitative measures of salience are hard to establish because the perception of salience 
is so contextual.”11 Because the methodology described here will not culminate in time-
span reductions (or, for that matter, in “prolongational reductions” like those shown by 
Lerdahl), because additional criteria besides those of Lerdahl will be used in this method, 
and because the tonal vocabulary of the present repertoire is so different from that for 
which he devised his “relative strengths,” those strength factors will not be invoked. The 
worth of Lerdahl’s theory to this analytic approach is that he makes explicit the myriad 
ways in which a pitch or pitch event can assert itself. In some passages, we shall see 
Copland invokes several of these conditions simultaneously in regard to a single pitch 
center, thus creating great emphasis on that pitch class and requiring our analysis to 
similarly regard that center as structurally important. At other times, a pitch center might 
be more weakly asserted via only one or two of these conditions, or multiple pitch classes 
might vie for centricity by simultaneously invoking different conditions. These latter 
situations frequently involve other analytic principles to be explored below; examples of 
each situation appear after the discussions of these principles. 
                                                
10Ibid., 73–74. Allen Forte provides a similar list of factors that “may determine the value of a tone 
in relation to the other tones in a composition,” including octave doubling, successive repetition, recurrence 
over longer spans, duration, accent, volume, “order-position” (“Where does [the note] stand in a particular 
unit?”), timbre, and registral placement. Forte, Contemporary Tone-Structures, 17. It is not difficult to correlate 
most elements of Forte’s and Lerdahl’s lists, suggesting that a long-standing (if implicit) consensus exists 
regarding the ways in which structural pitch elements can be emphasized in post-tonal repertoire. 
11Fred Lerdahl, “Prolonging the Inevitable,” Revue belge de musicologie 52 (1998): 306. 
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Tonal Residue 
An important difference between the atonal music of the Second Viennese School 
(with which Lerdahl is primarily concerned in his generation of the salience conditions 
described in “Atonal Prolongational Structure”) and much of Copland’s music is the 
latter’s frequent allusion to certain tonality-defining techniques of common-practice era 
music. This claim is not meant to contradict previous assertions that the principles of 
voice-leading and harmonic progression characterizing this earlier repertoire are typically 
absent in Copland’s music. However, some of the vestiges of earlier compositional 
practice are prevalent in Copland’s output and must be considered in making analytic 
decisions regarding tonal structure. 
Perhaps the most crucial component of this “tonal residue” in Copland’s music is 
the stable (i.e., major or minor) triad. While his harmonic language overall differs in 
obvious ways from those of common-practice-era composers, his work is still replete with 
triadic harmonies and arpeggiations. Because these harmonies have perceptual salience as 
triads, they have consequences upon any analysis that places importance on pitch 
centricity. All other things being equal, a triad performed in isolation points to its own 
root as perceptually more important than its third or fifth, and in fact Copland frequently 
emphasizes particular pitches or pitch centers by presenting them as roots of triads. In 
Schenkerian theory (and the theories of Lerdahl and Jackendoff’s own Generative Theory of 
Tonal Music) triadic roots by definition exhibit greater stability than other members of the 
chord. The entrainment of the perception of that stability—in the minds of the composer, 
listener, and analyst—causes triadic roots to become that much more salient when they 
appear in music that lacks the other stability conditions of earlier music. The Eb-major 
chord that brings Webern’s Op. 7, No. 1, to a close is an exaggerated example of this 
phenomenon—the triad’s shocking appearance at the end of an otherwise highly 
chromatic and perceptually atonal piece serves only to bring further emphasis to the 
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chord’s identity as a triad. As a result Lerdahl is led to state that “[a]ny convincing 
analysis must address the striking ending” on this triad.12 Copland uses triads with much 
greater frequency than Webern, and their appearances are therefore much less marked. 
The presence of these chords nevertheless impacts the perception of the relative salience 
of pitches and pitch events in Copland’s works, and that impact must be similarly 
confronted in an analysis of this music. 
A related perceptual holdover from the common-practice era is the tonality-
defining feature of the perfect fourth and its inversion to a perfect fifth. It is certainly 
because of the ubiquitous dominant-to-tonic progression that, nearly a century after this 
progression lost its status as the sine qua non of Western music, the higher note of a given 
perfect fourth still tends to be apprehended as a tonic pitch, ornamented by its 
“dominant.” In traditional tonal music, the isolated perfect fourth implies either a motion 
from dominant to tonic or an arpeggiation inside a single triad. In either case, the salience 
of this interval inevitably grants structural importance to its upper note. Schoenberg’s 
output of the 1910s is commonly cited as some of the earliest atonal music precisely 
because it so fastidiously avoids perceptually discrete perfect fourths and fifths. In 
contrast, when Copland’s Third Symphony opens with a slow descending fourth from E 
to B in a monophonic texture, the listener is irresistibly pulled to regard the E as a pitch 
center and B as its fifth.13 Because of the rich history surrounding this interval class’s 
structural importance in defining pitch centers, its appearance has inevitable 
consequences on post-tonal pitch-centric music as well. 
                                                
12Lerdahl, “Spatial and Psychoacoustic Factors in Atonal Prolongation,” 20–21. 
13In this example it is hypothetically possible to regard the descent from E to B as a plagal-inspired 
motion that posits B as the pitch center. Nevertheless, without other musical evidence to support such an 
apprehension of this isolated interval, E is more likely to be perceived as the tonic. 
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It is worth mentioning here that Copland’s music does contain some instances of 
pairs of major triads, performed in succession, whose roots are a perfect fourth apart. 
Such a situation not only combines the tonal-residual power of the triad with that of the 
perfect fourth, but also clearly evokes the authentic cadence, thereby granting a strong 
sense of centricity to the second chord’s root. The voice leading joining the chords in 
these cases is often not traditional. Additionally, Copland almost always includes other 
musical elements that make clear he is embedding this tonal-era convention into a 
modern aesthetic rather than imitating a previous practice. The example from the 
opening of his Sonata for Violin and Piano appearing later in this chapter illustrates this 
technique. 
One other element of the common-practice era that Copland assimilated into his 
music is the major scale. The consequences of this component’s presence in the 
compositional mix are potentially different than those associated with triads and perfect 
fourths and fifths, however. Unlike the triad and interval class 5, the diatonic collection 
does not intrinsically and unambiguously grant a single pitch class salience or structural 
weight. In functional harmonic practice, the diatonic collection is a reflection of the pitch 
classes required for the expectations of linear and chordal progression as they relate to a 
given major tonality. Thus, a major scale performed in isolation needs little more than a 
sympathetic metrical context before it suggests some of those expectations, such as the 
tendency for 7^ to gravitate upward to 1^. On the other hand, a diatonic collection can be 
manipulated so that any of its members might be apprehended as a pitch center. By 
saliently emphasizing a member of the collection other than its traditional “tonic” (via 
one or more of the criteria already suggested above), a composer can cause the collection 
to be perceived modally, resulting in a pitch centricity unrelated to the collection’s 
potential identity as a major scale. Absent functional harmony, the white-note collection 
(for instance) can easily be made to point to D or G centricity in dorian or mixolydian 
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contexts respectively. This property of the diatonic collection was exploited by Debussy, 
Stravinsky, Ravel, and others long before Copland reached his compositional maturity. 
Copland’s work makes common use of diatonic collections, and in light of their 
musical contexts those collections can frequently be reconciled as major scales; that is, the 
collection’s musical surroundings often provide additional salience to the pitch class also 
serving as the collection’s tonic scale degree. In such instances the music’s emphasis on a 
given pitch class reinforces that collection’s identity as a major scale, and any potential 
modal interpretations of the collection are rendered moot. It is important to bear in mind, 
though, that the diatonic collection does not carry with it into post-tonal music the other 
compositional practices that orient the collection around its typical tonic. External 
musical forces—such as those outlined as salience criteria above—must act on the 
collection for that pitch class to emerge as structurally superior to other pitch classes of 
the collection, and those forces can just as easily reinforce another member of the 
collection instead. 
The elements of traditional tonal practice designated as tonal residue in this 
analytic method are those that are readily perceivable in Copland’s music. Authentic 
cadences, triads, melodic and harmonic perfect fifths, and the like immediately evoke a 
sense of pitch centricity because of their centuries-old use to place focus on particular 
pitch classes, and they therefore can serve a similar role when they appear in more recent 
music. A complete conception of common-practice-period tonality also gives attention to 
contrapuntal and harmonic features that govern deeper levels of the music’s structure—
these features are the focus of Schenker’s theory. As noted above, however, Copland’s 
music does not retain these middleground features. For this reason, references to 
functional tonality in this analytic approach will tend to concentrate on elements of the 
music’s surface that are palpable, even as those elements contribute to a work’s overall 
contextually-defined tonal coherence. 
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Contextual Concerns 
Lerdahl’s salience conditions and issues of tonal residue are both invoked in this 
methodology so as to privilege those elements of Copland’s pitch organization that are 
emphasized perceptually. The resulting analyses will therefore be contextually sensitive, 
since they will depend to the greatest extent upon those elements suggested as important 
by the pieces themselves, rather than on elements put forth by any pre-existing analytical 
paradigm. 
The consideration of a given work in light of the perception-based criteria 
described above gives rise to piece-specific principles governing its tonal organization. On 
the other hand, it is also possible for these principles to come into play in ways that are 
not immediately salient. It stands to reason that such situations cannot be identified until 
the music has already been considered in terms of salience conditions and tonal residue. 
A close reading of the music in terms of perceptual issues leads to analytic constructs that 
are naturally based on those issues. Those constructs themselves might then be shown to 
apply in ways that are not discernible to a listener. One hypothetical example of this kind 
of analytic application might involve the correspondence of a series of important pitch 
centers to the individual notes of a significant motive. If a motive is repeated and 
emphasized, salience conditions may lead to the conclusion that it has importance. Such a 
conclusion begs the question, “Are there ways in which this crucial motive is reflected 
elsewhere in the music?” The paralleling of the notes of the motive in a series of pitch 
centers in the work would lend further structural value to the motive and further 
coherence to the piece. This correspondence, and others like it, play out over long 
temporal spans and may therefore not be directly perceptible. However, this 
correspondence still has analytical significance because the principle that first suggested 
it—the importance of that motive—was grounded in the motive’s value as a highly salient 
musical feature. 
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As this hypothetical example shows,14 such applications of context-suggested 
analytic principles become possible only after careful consideration of the music in terms 
of salience criteria, and in fact generally reinforce the structure already suggested by those 
criteria. This analytic approach is meant to allow the music to “speak for itself,” and such 
an orientation necessarily demands that phenomenally stressed elements of the music be 
given due consideration. Those elements may, once uncovered, point to a contextually-
driven rationale for organizing tonal structure in a specific way, creating tonal alignment 
between the structure and the palpable features of the music’s surface. 
Small-Scale Examples of Analytic Methodology 
The following analytic examples, based on short passages from representative 
Copland works, will demonstrate the analytic issues invoked in this chapter. These 
samples will serve to illustrate some of the ways that the analytic principles described 
above might relate to a given passage. In some cases, these principles reinforce one 
another in emphasizing a certain pitch or pitch event, thus asserting with clarity its 
structural significance. At other times, these analytic principles are at odds with one 
another, resulting in an ambiguity that might, from a larger perspective, have 
ramifications for the tonal structure of the piece. 
Example 2.7 appears near the end of the last movement of Copland’s Sonata for 
Violin and Piano (completed in 1943). This climactic passage clearly points to the 
importance of the pitch class G in several ways. The violin presents G in an extreme 
register and dynamic in the excerpt’s first two measures and goes on to present a melody 
                                                
14The last movement of Copland’s Third Symphony and the opening movement of his Sonata for 
Violin and Piano display the relationship between motive and pitch centers suggested in this example. See 
chapters 4 and 5. 
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beginning with an octave leap between Gs, returning to G5 as its lowest point five more 
times. The piano’s topmost voice oscillates between G and B—G’s triadic major third. 
Reinforcing this emphasis on G is both instruments’ exclusive reliance on the one-sharp 
diatonic collection. This passage is emphatic in its assertion of G as a pitch center, and—
given this passage’s climactic character and placement near the end of the entire sonata—
as a structurally significant pitch in the context of the complete work. 
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Example 2.7. Violin Sonata, III, mm. 208–16 
 
An interesting feature of this G-centric music is its lack of reliance upon triads. 
The piano’s right hand considered in isolation features some G-major chords and open 
fifths on G, to be sure, but perceptually those chords are buried between the other 
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thundering piano pitches in the left hand and the violin melody that contradicts these 
triads as often as it complements them. There is no sense of traditional functional 
progression in this passage. The excerpt makes direct use of only one element of 
common-practice era syntax: the diatonic collection. It is the stress G receives via salience 
conditions that allows that collection to orient around that pitch center. Even so, Copland 
is able to end this passage with a sense of tonal openness that simulates a typical half 
cadence. The violin cycles repeatedly through a “B–G–A” motive and emphasizes it via 
augmentation in m. 216 before coming to rest on A5. This halt on the only note of the 
motive not part of the G major triad generates a palpable sense that the phrase is tonally 
incomplete and must continue. (A short coda centered on G in fact immediately follows.) 
The rhetoric surrounding the notion of “half cadence” is thus evoked without even the 
suggestion of dominant harmony. 
Example 2.7 illustrates how Copland’s music can vigorously assert a pitch center 
via salience factors (register, volume, metrical placement, density, duration, placement 
near the end of the movement, etc.), thus suggesting that such a pitch center might be 
regarded as structurally significant. To paraphrase Lerdahl, any convincing analysis of this 
piece must address this ending on G centricity. It might thus be similarly fitting to 
consider how the sonata begins. Example 2.8 displays the initial measures of the first 
movement. 
In contrast to example 2.7, these opening measures express an interesting tonal 
ambiguity. The piano’s right-hand part clearly presents oscillating A-major and D-major 
triads in mm. 1–6. The bass, however, underpins each D triad with an incongruous 
octave on G (and similarly colors the A chord of m. 5 with a D). The right hand’s A and 
D triads seem to point to D centricity, as their reference to the traditional dominant-tonic 
relationship is projected in its own discrete register. Meanwhile, the repeated returns in 
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the lowest register to long Gs at phrase endings (m. 3 and m. 6) lend salience to this pitch 
class. 
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Example 2.8. Violin Sonata, I, mm. 1–20 
 
The violin’s first three entrances comment on this ambiguity between D and G by 
stressing the roots and thirds of both these major triads and by starting and ending each 
phrase on the single common tone they share. As this passage unfolds, C§!and C# are 
both employed, thus referencing both the one-sharp diatonic collection (suggesting the 
potential for G “major”) and the two-sharp collection (suggesting D “major”). This 
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collectional uncertainty thus reflects the music’s tonal ambiguity. Finally, the passage ends 
at m. 20 with a harmony that at once includes the root and third of G major and the root 
and fifth of D major. While it is possible to apprehend this sonority as a G-major triad 
with an added ninth, the G-versus-D context that permeates the rest of this opening 
passage in more salient ways points to the potential for regarding this chord as embodying 
instead that G/D duality. In fact, Copland confirms this potential in the last bars of the 
movement, which constitute a paraphrase of example 2.8. Example 2.9 shows that the 
last sonority of the movement corresponds closely in pitch content and register to the final 
chord of example 2.8; only the doubling of the lowest G an octave higher is omitted. 
Here, though, Copland uses the violin’s timbre and register to isolate the members of the 
D-major triad. While this harmony can still possibly be regarded as an altered G-major 
triad, this use of the violin places marked emphasis on D alongside its fifth, providing 
further confirmation of the G/D ambiguity pervading this music. 
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Example 2.9. Final chord of Violin Sonata, I 
 
This brief encounter with the Violin Sonata demonstrates how the analytic 
principles outlined in this chapter interact, sometimes working in tandem to stress a single 
pitch class, sometimes stressing different pitch events simultaneously and thereby 
breeding uncertainties regarding the supremacy of one pitch class over another. In the 
work’s final climax shown in example 2.7, a large number of salience conditions point 
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simultaneously to the significance of a single pitch center, G, even while principles of 
tonal residue are minimized in this section. In the work’s opening measures, by contrast, 
the apprehension of triads in one register signaling D centricity is mitigated by the 
simultaneous salient emphasis on G in an extreme low register. The context of G/D 
ambiguity, woven by the interaction of these various analytic principles, supports the 
assessment of the chords in m. 20 and at the end of the movement as reflections of that 
ambiguity (rather than as simple G chords with added notes).15 The more-thorough 
analysis of the whole sonata in chapter 5 builds on these observations, showing that the 
G/D issue has consequences that are worked out through the rest of the work.16 
In considering the tonal ambiguity of the Violin Sonata’s opening, it becomes 
possible to imagine a pitch event that, without itself defining a pitch center, has 
consequences for the structure of the work. In the case of example 2.8, G and D 
simultaneously vie for tonal supremacy via different conditions of salience and tonal 
residue. In other instances, however, a pitch event can align itself with the work’s tonal 
organization without projecting a specific tonality. Example 2.10, taken from the first 
Allegro of Appalachian Spring (completed in 1944), displays such a circumstance. 
The opening string/piano melody uses salience factors and triadic emphasis to 
clearly present A as the pitch center in this excerpt. Measures 55–56, however, contain a 
series of triads that would seem to momentarily contradict A’s supremacy. While the 
triads are easily recognized as triads, their effervescent nature and the perceptual value of 
                                                
15This survey of the main tonal issues of the Violin Sonata seems to square with Vincent 
Persichetti’s impression of the work’s tonal flavor: “The effect of one triad harmony pulling against another 
tightens the band of harmonic tension in such a way that its numerous releases into clear and pure places is 
splashed with vividness.” Vincent Persichetti, “Modern Chamber Music in Philadelphia,” Modern Music 22, 
no. 1 (1944): 47. 
16We have already seen that the third movement ends with unequivocal centricity on G. As it 
happens, the intervening second movement lends weight to the other vying pitch class, D, in the context of 
another interesting tonal ambiguity that parallels that of the first movement. 
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the final E-major triad as a “dominant” chord leading back to the A octaves of m. 58 
keep them from seriously disrupting A as a pitch center. 
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Example 2.10. Appalachian Spring, mm. 51–58 
 
The structural significance of this triadic series becomes apparent when it is 
subsequently expanded and altered later in the Allegro so that it leads in a specific way to 
the next significant pitch center, F, rather than landing on the current pitch center’s 
dominant. Example 2.11, taken from the end of the Allegro after the arrival on F, shows 
the series as it appears following a short A-centric flute melody. 
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Example 2.11. Appalachian Spring, mm. 147–50 
 
The series as it is deployed here connects the previous pitch center, A, with the 
new one, F, via a pattern of descending half steps in chordal roots. It thus reflects the 
Allegro’s larger-level motion from one pitch center to another without itself putting forth 
a centric pitch. 
The entire Allegro, including the development of this triadic series, is analyzed in 
detail in the next chapter. This analysis appears here only to demonstrate that a given 
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pitch event need not assert a pitch center to have significance in a work’s tonal 
organization. Considered in isolation, these series of inverted triads in themselves do little 
to establish a centric pitch class. Which triadic root might serve as a tonic—the highest or 
lowest, the first or last? Lerdahl’s salience conditions seem to work against one another in 
this case. These series require the tonal contexts supplied by their immediate 
surroundings in the music to create the perception of a pitch center. As the Allegro 
unfolds, however, the reappearances of and changes to the series reflect the section’s tonal 
organization by highlighting and dramatizing the progress of the music from one 
structurally important pitch center to another. It is in the context of those pitch centers 
that tonal processes like this one add to the work’s tonal coherence. 
Terminology 
Much terminology, potentially useful in discussion of various musics and analyses, 
has been appropriated to fill specific needs in prolongational analysis of common-
practice-era tonal music. Terms such as interruption, middleground, and even structure have 
taken on such strong connotations from Schenkerian theory that one cannot use them in 
non-Schenkerian contexts without some concern for misinterpretation. This is 
unfortunate. Copland’s music certainly demonstrates, for instance, the need to describe 
the discontinuation of a goal-oriented tonal process—an interruption—without evoking 
the Schenkerian notion of halting an Urlinie’s descent over a dominant harmony. 
Similarly, post-tonal pitch centric musical analysis benefits from consideration of pitch 
centers and the connections between them; certainly the term structure is appropriate in 
this context if it can be divorced from its Schenkerian connotations. 
In order to avoid such potential confusion, included here are brief but explicit 
descriptions of the ways in which certain terms, often associated with prolongational 
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theory, are intended in the context of this study. Broadly speaking, the more general 
etymology surrounding these words, divorced from the specific associations they bear in 
prolongational analysis, will underlie their intended meanings in the discussions that 
follow. 
One of the more important concepts permeating this study is that of coherence. 
Implicit in this word is a sense of aesthetic consistency inasmuch as the constituent parts 
of a composition coalesce to create a logical whole. Tonal coherence, then, will refer broadly 
to the ways in which the pitch content of a composition exhibits a sense of completeness 
and internal consistency. 
In the above analysis of the movement from Stravinsky’s Symphony of Psalms, a 
sense of tonal coherence is achieved through alignment of various melodic and harmonic 
elements with two significant pitch centers, E and G. The movement’s establishment of E 
centricity via its idiosyncratic E-minor triads is itself pregnant with the possibility for G 
also to take on a structural role. This possibility is dramatized through much of the 
movement as E’s upper neighbor, F, struggles and finally succeeds in defining melodic 
motion away from E to G just as G centricity is achieved and the movement closes. This 
coordination between E and G as structural pitch centers and these other musical 
considerations—the marked emphasis of G in the opening E triads and the efforts of F to 
pass melodically upward to G—creates a sense of internal logic that can be described as 
tonal coherence.17 
The above examples from Copland’s Violin Sonata and Appalachian Spring suggest 
tonal coherence as well. The Violin Sonata’s opening ambiguity juxtaposing G and D as 
                                                
17Tonal impetus, already defined in the previous chapter, describes the need for E to eventually 
progress to G in this example. The movement’s opening E-minor chord includes a strong focus on G, 
hinting at the latter pitch class’s potential significance for the movement. The final climax (shown in 
example 2.6) is, in a metaphorical sense, caused by the movement’s need to reflect this emphasis on G in 
the larger-scale tonal structure. 
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potential pitch centers is reflected not only in the entire sonata’s large-scale 
preoccupations with these two tonalities, but also in its emphases on other perfect-fifth 
related pitch centers. Appalachian Spring’s “Eden Valley,” framed by the structural pitch 
centers A and F, makes use of triadic series that eventually connect A with F via half-step 
motion as this section moves temporally further from A and closer to F. In each of these 
examples, the most important pitch centers and the “distance” between them are 
reflected and elaborated by specific elements of the music itself. That distance, as 
elaborated by the musical surface, might be intervallic (as in the Violin Sonata’s obsession 
with the interval separating G and D, the perfect fifth) or temporal (as in the working out 
of the movement from A to F via half-step triadic chains in “Eden Valley”). Crucial to 
this conception of tonal coherence is a sense of association between pitch elements of the 
music’s surface and the significant pitch centers put forth by that music. 
Implicit in this model of tonal coherence is the multi-leveled parsing of musical 
surfaces. The significance of a pitch center is determined using the analytic principles 
described in this chapter; e.g., a pitch center that is emphasized with less ambiguity, 
sustained for a longer period of time, accented via dynamics, registral placement, and 
triads, and reinforced in contextually meaningful ways will be regarded as having greater 
structural weight than one that is not. This use of the word structure does have some 
parallels with its use in Schenkerian theory. In both cases, structural pitch elements of 
greater significance are decorated, elaborated, or embellished by other pitch events. A 
crucial difference, though, is that the present analytic approach does not invoke the 
notion of prolongation. In accord with the arguments against prolongational analysis set 
forth by Straus (see the literature review in chapter 1), this study does not purport that 
certain pitch elements are “prolonged” by others, only that those pitch events with 
greater affinity for the analytic principles outlined above are connected and/or reflected by 
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other pitch events.18 Prolongation, in the contrasting sense of a given pitch element’s 
continuation by other events when it is no longer literally present, is not asserted in this 
methodology. Structural levels are defined, therefore, not by the subsuming of elements 
less structural by those more structural, but by comparing elements’ relative emphasis in 
the music via salience, tonal-residual, and other contextual criteria. In this sense it is also 
possible to speak of a work’s middleground, which would show the most structurally 
important pitch centers and the ways in which other, less structural pitch elements link 
and reflect those centers, creating a cohesive whole. 
The next chapter presents in detail an analysis of “Eden Valley” from Appalachian 
Spring, incorporating the brief observations made about this music above into a complete 
perspective of this music’s tonal structure. The triadic series already described is only one 
of several discrete features of the music’s surface reflecting the larger-scale motion from A 
to F; considered together, they provide a clear model of Copland’s approach to tonal 
coherence in this music. 
                                                
18It is worth noting that Schenkerian theory, as applied to traditionally tonal music, posits a 
harmony as the structural object being composed out—“prolonged”—by the musical surface. In the present 
methodology, the elements with the greatest structural weight are pitch centers rather than the specific 
harmonies representing them. 
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mm. 51–65: Triadic T11 cycles
                    (alternating with exordium melody)
mm. 66–73: Polychords
mm. 74–79: Transition
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mm. 98–102: Triadic T11 cycles
mm. 103–11: Quartal trichords
mm. 80–97: Functional progressions
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mm. 119–31: Triadic T11 cycles
mm. 112–18: Polychords
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mm. 152–54: Polychords
mm. 147–51: Triadic T11 cycles
mm. 132–35: Quartal trichords
mm. 136–46: Functional progressions
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∑
œ œ œ# œ œ œ# œ œ.œ# œ œ>
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jœ ‰ œ# > œ
‰ œ
>
œ# œ œ œ œ#œ> œ œ œ# œ
‰ jœ>S
œ# œ
&
?
&
?
# #
# #
# #
# #
43
43
43
43
n n b
n n b
n n b
n n b
85
85
85
85
∑
∑
œ œ# œ œ# œ œ œ œœ# œ œ#
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∑
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œ œ# œ
œ œ# œ œ&
∑
∑
œ# œ œ# œ œ œ œ œ œ œ œ œ
œ œ# œ œ œ# œ
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œœœ# > œœœ. œœœ>
J
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J
œœ> ‰ Œ Œ
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J
œœœ œœœn
>
J
œœœ. œœœ# >
œœœ œœœ œœœn ‰≈ R
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&
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b
b
b
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>
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œœœ. œœœ>
‰ ≈ rœœœbn œœœ œœœ
jœœœ> ‰
œœœbn > œœœ
jœœœ Œ œœœ œœœ
œœ> œœ. œœœ> œœœ œœœ.
– hrns., + tpts.œœœ>œœœ> œœœ. œœœ>
cresc.
œœœ œœœ. œœœ>
‰ ≈ R
œœœ œœœ œœœ œœœ> œœœ œœœ œœœ œœœ œœœ
> œœœ œœœ
œœœ> œœœ œœœ ≈ œœœ œœœ>
œœœ œœœ œœœ œœœ œœœ>
œœœ œœœ
œœœ> J
œœœ. œœœ
>
J
œœœ
.
œœœ> J
œœœ. œœœ> J
œœœ.
‰ œœœ œœœ œœœ œœœ œœœ
> œœœ œœœ œœœ œœœ œœœ
‰ œœœ œœœ œœœ œœœ œœœ>
œœœ œœœ œœœ œœœ œœœ
J
œœœœ
>
Ï
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>
ƒ
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J
œœœœ
>
ÏS
Œ Jœ>ƒ
≈ œ
ƒ Brilliantestrings
œ œ .œ œ
≈ œ
ƒ Brilliantestrings
œ œ .œ œ
rœœœœ ≈ ‰ œœœœ
>
Rœ ≈ ‰ œ>
œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
&
?
&
&
b
b
b
b
jœœœœ ‰ Œ
Jœ ‰ Œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
‰ jœœœœ>
jœœœœ ‰
‰ Jœ> Jœ ‰
.œ œ œ œ œ
.œ œ+ tpt.œ œ œ
œœœœ>
‰ jœœœœ>œ> ‰ Jœ
>
œ œ œ œ œ œ œ.
œ œ œ œ œ œ œ.
jœœœœ Œ
jœœœœ>
Jœ Œ J
œœ>
œ œ œ œ œ œ œ.
œ œ œ œ œ œ œ.
jœœœœ ‰ œœœ>
+ tpt.
J
œœ ‰ œ>
œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
‰ jœœœ>
jœœœ ‰
‰ Jœ> Jœ ‰
.œ œ œ œ œ œ
.œ œ œ œ œ œ
Œ œœœ>
Œ œ>
œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
(E)
(F)
bridge (moving to F)
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œ œ œ
˙
Œ œtpt., vla.dolce, nobilep
œ œ# œ œ œ œ œ œ œn œ œ œ œ œ œ œ#Œ œ œ# œ œ œ œ œ œ
˙˙
˙
&
&
&
&
œ(movement I theme) œ˙
œ œ# œ œ œ œ œ œ œn œ œ œ œ œ œ œ#
pno., cel. join,
playing same pattern
twice as slowœn œ œ œ œ œ œ œ# œ œ# œ œ œ œ œ œ
˙˙
˙
œ œœ œ
‘
œ œœ œ
œ œ
œ˙ œ
‘
˙˙
˙
œ œ˙
‘
˙˙
˙
˙122œ œ
‘
œ Œ˙
œ Œ
* Piano and celeste participate in this layer sporadically,
   sometimes performing the same patterns twice as slow.
(Gb)
(G)
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Tempo II as before (h = 84)
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*Anticipate each half note slightly.
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*Do not break the interval of the 10th in the right hand. If necessary, the bass note should be taken as a grace
note, playing the G above the bass with the left thumb. $
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Chapter 7 
“Nature, the gentlest mother” 
from the Twelve Poems of  Emily Dickinson 
Background 
Copland began work on what would become the Twelve Poems of Emily Dickinson 
(also commonly called the Dickinson Songs) in March of 1949. He completed the cycle by 
March 1950 and premiered the work with soprano Alice Howland in May 1950. The 
precise order of composition of the cycle’s individual songs is as yet uncertain, and 
Copland and his biographers have made much of the fact that the ordering of songs in 
the cycle was accomplished only after all of the songs had been composed.1 Copland’s 
sketch pages for the songs are sprinkled with dates, however, and they suggest that what 
would become the first song, “Nature, the gentlest mother,” was completed in or about 
October 1949.2 Copland went on to arrange a subset of these songs, including “Nature,” 
as Eight Poems of Emily Dickinson for voice with chamber orchestra (completed in 1970). 
Prior to the Dickinson Songs, Copland’s song output consisted of only a smattering 
of individual songs, most of which remain quite obscure if even published.3 In contrast, 
                                                
1Copland and Perlis, Copland since 1943, 158; Pollack, Aaron Copland: The Life and Work of an 
Uncommon Man, 439. Copland claims to have composed eleven of the twelve songs by the end of 1949, and 
in a letter to Irving Fine from about this time he describes the cycle as completed “except for a fast song in 
the middle” (quite likely “Dear March, come in!”). Copland and Perlis, Copland since 1943, 157. 
2Copland dated the first page of sketches for this song “Oct 29 49,” and another page containing a 
variant of the first vocal entrance is dated “Oct 6 49.” “Nine [sic] Poems of Emily Dickinson,” box 84, The 
Aaron Copland Collection, Music Division, Library of Congress, Washington, D.C., available from 
http://memory.loc.gov/ammem/achtml/sketTitles1.html (accessed 19 July 2005). 
3These earlier works include the little-known “As it Fell upon a Day” (1923), the “Poet’s Song” (on 
a text by E. E. Cummings, 1927), and a textless vocalise (1928). 
245 
 
 
this first Copland song cycle has remained popular with performers and audiences, a 
testimony to which is the analytic attention it has received relative to many of Copland’s 
other compositions. It is an object of several theses and dissertations, chief of which is that 
by Robert Daugherty.4 It also is the focus of a few journal articles, setting it in further 
relief from other Copland works.5 
Analytic interest in the Dickinson Songs culminated in Larry Starr’s 2002 
monograph on the cycle.6 Starr considers the songs individually, as well as their cyclical 
interrelationships, in what constitutes the largest-scale published analysis of any single 
Copland work to date. Unlike most other analyses of Copland’s music—let alone the 
Dickinson Songs—Starr attempts to address Copland’s ubiquitous approach to pitch 
centricity through discussion of specific musical details. It is appropriate, therefore, to 
consider Starr’s observations in light of the analysis of “Nature, the gentlest mother” 
presented here. 
At just under four minutes, “Nature” is the longest of the Dickinson Songs. It 
suggests, both poetically and musically, a pastorale, and in fact Copland includes the 
instruction “pastoral-like” in the piano part near the beginning of the song’s second 
section. Dickinson’s poem depicts the interactions between the personified Nature and 
her “children,” i.e., the flora and fauna of an idyllic outdoor setting. Formally the song 
can be construed as an eight-measure introduction followed by an A–B–A' design with 
sections beginning at m. 9, m. 27, and m. 44 respectively. Each section sets two of 
                                                
4Robert Michael Daugherty, “An Analysis of Aaron Copland’s Twelve Poems of Emily Dickinson” 
(D.M.A. diss., Ohio State University, 1980). 
5Michael Cherlin, “Thoughts on Poetry and Music, on Rhythms in Emily Dickinson’s “The World 
Feels Dusty” and Aaron Copland’s Setting of It,” Intégral 5 (1991): 55–75; Beverly Soll and Ann Dorr, 
“Cyclical Implications in Aaron Copland’s Twelve Poems of Emily Dickinson,” College Music Symposium 32 (1992): 
99–128. 
6Starr, The Dickinson Songs. 
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Dickinson’s six stanzas. While the music depicts the subject matter of the text in obvious 
ways (e.g., bird calls in the piano part), the present analysis focuses on the contextual tonal 
coherence exhibited in this work. The relationships between pitch centers generate 
commonalities among the three sections and also reflect the poetry using means that 
supersede typical text-painting. 
Issues of Overall Pitch Centricity 
The present analysis of “Nature” follows a brief examination of Starr’s treatment 
of this song, and of his view of pitch centricity in this cycle as a whole. In discussing the 
manifestation of pitch centricity in the Dickinson Songs, he begins with remarks that may 
apply to many other Copland works as well. 
 
The music of Twelve Poems of Emily Dickinson makes significant use of pitch centers; 
the music projects a strong sense of directional organization that is oriented 
toward firm points of arrival. In other words, the music of the cycle is “tonal” in 
the broad meaning of word, tonal in the way that much of Debussy, Stravinsky, 
and Bartók is tonal. Like those modern masters, Copland demonstrated his 
expanded concept of tonality in a wide variety of ways.7 
 
Starr’s conception of tonality parallels that used in the current analysis. Further, he 
suggests that some sort of consistent principles govern this music’s tonal structure, though 
the phrase “directional organization that is oriented toward firm points of arrival” is 
admittedly a vague description of such principles and their operation. He articulates here 
the intuitions of many a student of Copland’s music—that pitch centers, the arrivals upon 
them, and (by implication) the intervening distances between them have significance to 
this music’s structure. To extract and define the elements of that structure in a given 
                                                
7Ibid., 35. 
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Copland work is a less-often attempted task, and as previous analyses in this study have 
shown, a more difficult one. 
Starr describes “Nature” as focused on the pitch center Eb. 
 
Sometimes a song will manifest a single, overall pitch center that shapes the 
whole. For instance, we may meaningfully call “Nature, the gentlest mother” a 
song “in” E-flat and pinpoint the manner in which its music establishes, moves 
away from, and returns to this E-flat pitch center.8 
 
Unfortunately, the author at no point actually discusses the initial establishment of an Eb 
tonality in this song, or its motion away from and back to this center. Neither does he 
describe the ways in which Eb “shapes” the song. Moreover, the centricity of the opening 
and closing measures of this song are not so certainly focused on Eb. Daugherty’s analysis 
directly contradicts Starr’s on this point, explaining that “although the key signature fits 
E-flat major, the consistent emphasis on B-flat makes it more likely that the introduction 
and A sections of the piece are in a transposed mixolydian [i.e., centered on Bb].”9 Starr 
qualifies his own claim a few paragraphs later: 
 
“Nature, the gentlest mother” is, for the most part, a diatonic piece that has 
already been described as being clearly “in” E-flat, and yet there is not a single 
unequivocal instance of a root-position E-flat major triad anywhere in this song. 
The E-flat center tends to achieve definition more through—or perhaps in spite 
of—recurring pedal points on B-flat and the sounds of first-inversion E-flat 
chords.10 
 
Starr’s equivocation suggests there may be reason for apprehending Bb as a pitch center, 
and that Eb’s supremacy is not so sure as his initial description implies. In fact, he 
nowhere offers reasoning for his determination of Eb’s primary status further than the 
                                                
8Ibid. 
9Daugherty, “An Analysis of Twelve Poems,” 35. 
10Starr, The Dickinson Songs, 36. 
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above mention of “first-inversion E-flat chords.” Based on Starr’s own discussion, Eb’s 
role in “Nature” as the song’s main pitch must be regarded as at least tenuous, if not 
dubious.11 
Starr’s claims can be tested by examining the introduction and conclusion of this 
song for the pitch centers suggested at these significant moments. Example 7.1 shows the 
piano introduction to “Nature” (and to this entire song cycle). 
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Example 7.1. “Nature, the gentlest mother,” mm. 1–8 
 
                                                
11Starr’s only other remark relating (obliquely) to centricity in this song regards perception of the 
beginning of the B section at m. 27, which he claims “is articulated by a shift to a new diatonic scale (hence 
Copland’s change to a one-flat key signature) and by a sudden, temporary relaxation both in tempo and in 
level of rhythmic activity.” In fact, the six measures leading up to m. 27 are characterized by a great deal of 
chromaticism pointing to a series of chords not diatonic to either the three-flat or one-flat collections. 
Further, the one-flat collection established at m. 27 is itself subverted four bars later. While the start of the B 
section at m. 27 is clear thanks to other musical parameters, to base the identification of this song’s large 
sections upon shifts to and from diatonic collections seems dubious in this context. Starr, The Dickinson Songs, 
55. 
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It is difficult to make a case that the first eight measures of this work place any 
centric emphasis on Eb. The opening “bird call,” repeated once, lands on Bb as the root of 
a major triad. A two-voiced chorale featuring double-dotted rhythms begins in m. 2. 
While the bass’s leaps down to the thirty-second note G4s are admittedly not typical in 
historical functional harmony, this chorale’s opening gestures seem otherwise to suggest a 
typical V7–I progression in Bb. The chorale ends at m. 5 with an open fifth on Bb, and the 
bird call immediately returns at transposition levels emphasizing the pitch classes of this 
fifth (Bb and F). A seemingly incongruous chirping on C6 interrupts at m. 6 (and will be 
addressed later in this analysis). The thirty-second-note twitters of mm. 6–7 abruptly stop 
on A5, suggesting an unresolved leading tone in light of the previous Bb emphasis and the 
still-ringing F4/Bb4 below. This impression is confirmed as the introduction concludes 
with sustained Bbs, suggesting Nature’s expansiveness in the four empty octaves 
separating them. 
The introduction seems clearly focused on Bb. The first vocal entrance at m. 9 
continues this focus for some time. In this light, Starr’s proposition that this song 
“establishes” Eb as a pitch center can at least be contested. Daugherty’s suggestion for a 
“mixolydian” apprehension of Bb centricity is closer to the mark, though even that 
perspective fails to account for the salience of the A§s in mm. 6–7. To be precise, this 
music focuses on Bb with a mixolydian tinge, using perceptually significant factors as 
described above, but is not confined strictly to the pitch content of any one diatonic 
collection. 12 
                                                
12The foregoing analysis of the introduction points out vestiges of functional harmony that support 
Bb centricity—the opening of the two-part chorale and the “hanging” Ans of mm. 6–7 evoke traditional 
tonal practices to reinforce Bb. Nevertheless, this analysis also leans strongly on the salience of Bb to describe 
its role as a pitch center. Anecdotal evidence suggests that some listeners experienced with common-
practice-era music reconcile this entire introduction as a “prolongation” of the dominant of Eb, thanks in no 
small part to the frequent (though inconsistent) appearance of Ab, the seventh of Eb’s V7. Such a perspective 
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This song’s conclusion, in contrast to its introduction, does provide Eb with an 
important role, though even here its status as an unambiguous tonality is dubious. The 
final measures of “Nature” are provided as example 7.2. 
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Example 7.2. Measures 51–67 (continues on next page) 
 
                                                                                                                                            
illustrates the conflict that sometimes exists between salience criteria and tonal-residue criteria in selecting a 
pitch center in Copland’s music. 
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Example 7.2 (continued). Measures 51–67 
 
Measure 51 begins with deep, sustained Bbs in the piano’s left hand, reinforced 
momentarily by another Bb and its third in the right hand’s prominent register. 
Simultaneously, however, the vocal melody descends through 1^–5^–1^ in Eb (in an obvious 
reflection of its text, “bending from the sky”). The piano’s left hand reinforces this 
attention to Eb with wide leaps between the members of the Eb-major triad, and the right 
hand’s chain of diatonic fifths and thirds also moves through this chord. After moving 
through some intermediary diatonic collections in mm. 53–56 (to be explored in detail 
below), focus settles on Bb at m. 57. The tempo slows, and the vocalist deliberates on 
members of the Bb triad before ascending to F5. At “Her golden finger on her lip,” 
Nature is about to hush the chatter of her children, represented in the gradually 
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slackening rhythmic figuration of the piano part. The G5 at “silence,” which constitutes 
the apex of the song’s vocal line, ushers in two measures of stasis on pure Eb major 
harmony. Eb thus symbolizes the great tenderness of this powerful yet “gentlest” mother 
as she causes silence to descend upon her creation. This magical moment briefly pulls the 
listener towards regarding Eb as supplanting Bb as a pitch center. 
The final measures fuse previous Eb and Bb references into a single entity. The 
singer’s “Wills silence” of mm. 63–64 oscillates between 3^ and 1^ in Bb, recalling the song’s 
very first vocal line at m. 9. This is accompanied by the widely-spaced, sustained Bbs that 
also ended the work’s introduction and heralded that opening vocal line. Even as those 
Bbs ring out, the Eb piano music from mm. 60–61 is repeated more deliberately in mm. 
65–66. Capping off this simultaneous assertion of Bb’s and Eb’s importance is the singer’s 
ultimate Bb3 (which, of course, appears in both triads) and a final reminiscence of the 
opening bird call focusing on Bb in the piano’s highest register.13 If Copland’s careful 
pedal indications, reinforced by the many unconnected ties in the piano part’s last four 
measures, are respected, then the final sonority of “Nature” is that shown in example 
7.3.14 
 
                                                
13Starr aptly points out that this may be the “too impetuous bird” referenced earlier in the poem, 
here still playfully resisting Nature’s call for silence. Starr, The Dickinson Songs, 57. 
14Copland’s later orchestration of this song further reinforces the Bbs struck by the piano in m. 64 
by introducing them with strings in three octaves (rather than two), reattacking them on the second beat of 
m. 65, and sustaining them to the song’s conclusion. While the piano’s rendition of the m. 64 Bbs will decay 
somewhat by the time the entire chord of example 7.3 can be realized, the orchestral version’s retention of 
these Bbs as sustained tones in the strings emphasizes Copland’s conception of them as essential to this final 
chord. 
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Example 7.3. Final sounding chord of “Nature, the gentlest mother” 
 
This illustration shows that the song’s ultimate harmony emphasizes Bb in its 
registral extremes, encasing an Eb chord in between. The issue in deciding whether 
“Nature” ends “in” Bb or Eb is encapsulated in the problem of deciding whether this is a 
“Bb chord” or an “Eb chord.” The Bb centricity established at m. 57 is blanketed with the 
overwhelming “silence” represented by Eb at mm. 60–61. This Eb silence then permeates 
the rest of the song’s conclusion, reflecting its universality (“silence everywhere”). The poetic 
introduction of the natural world, and Nature herself, coincided with Bb centricity earlier 
in the song, but that “Bb-ness” is muted at the song’s (and poem’s) conclusion by the 
“silence” of Eb. 
Starr’s description of “Nature” as “a song ‘in’ E-flat” that “establishes, moves 
away from, and returns to this E-flat pitch center” would thus appear not to be sensitive 
to musical details that impact tonal structure. Analytic attention to the ways in which 
pitch centricity is perceived in the song’s opening and closing measures suggests that Bb 
has an equally important role to play, especially as regards the piece’s introduction, and 
that it is fused in a tonally-ambiguous way with Eb at its conclusion. 
Such a view of the work seems to correspond with Copland’s own conception of 
the song’s tonal orientation, given what can be ascertained from his sketches for the cycle. 
Example 7.4 reproduces a page from the sketches for Dickinson Songs now on file at the 
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Library of Congress.15 Copland’s roman numerals on this page correspond to the twelve 
songs of the cycle, next to which appear the highest and lowest vocal pitches in that song. 
Following these are what appear to be indications of tonalities for each song.16 A detailed 
examination of the musical correspondences between Copland’s indications of  pitch 
centers on this page and each of the songs of the cycle is beyond the scope of this study, 
but his correlation of the first song—“Nature”—with the marking “(Eb–Bb)” squares with 
the analytic observations above (while contradicting previous published analyses). As the 
concluding chapter of this study suggests, further exploration of Copland’s compositional 
sketches may shed new light on his music’s tonal organization, and his own perspective of 
it, in view of the analytic approach advocated here. 
 
                                                
15“Nine [sic] Poems of Emily Dickinson,” box 84, Aaron Copland Collection, 139. 
16It is unclear for what purpose Copland created this sketch page or how late in the compositional 
process he did so. There appears to be at least one error—the highest vocal note of the second song (“There 
came a wind like a bugle”) is G5, not F#5—while in the third and fourth songs he may have been 
considering different transposition levels. In its published version, the third song (“Why do they shut me out 
of Heaven?”) more closely corresponds to the notation “(C–Ab),” and its vocal line ranges from Ab5 to Bb3 
(and not A5 to B3). The final version of the fourth song (“The world feels dusty”) apparently relates to 
Copland’s marking “(D)” rather than “(Db)” and requires the singer’s range to extend from F#5 to A#3 
(rather than F5 to A3). The jottings in the upper right corner of the page appear to be a tally of the highest 
and lowest vocal notes in the cycle’s individual songs. 
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Further Correspondences between the Song’s Sections 
Prior to the arrival of Bb at m. 57 and its subsequent fusion with Eb, mm. 53–56  
emphasize two other pitch classes not diatonic to the otherwise prevalent three-flat 
collection (see example 7.2). The specific way in which these foreign pitch classes are 
stressed creates a sense of culmination when Bb centricity emerges at m. 57. In addition, 
the pitch pattern woven by these measures is forecasted earlier in the work, creating an 
interesting correspondence linking the three sections of this song to each other and to the 
poem they set. 
Measures 53–54 focus on Db. The vocalist twice outlines the distance between Db5 
and Ab4, first by descending through a diatonic tetrachord linking these pitches and then 
via a leap of a perfect fourth. Meanwhile, the left hand of the piano outlines a first-
inversion Db-major triad that is colored by a “non-harmonic” Eb4. The right hand 
increases the Db emphasis in m. 54 with a variant of the bird-call motive outlining this 
triad yet again. These measures might be summarized as being tethered to a first-
inversion Db-major triad. Measures 55–56 similarly emphasize Cb with leaps between 
members of the Cb-major chord in both the vocal part and the piano’s right hand. The 
left-hand part analogously outlines a first-inversion Cb triad. The vocalist remains on Cb 
through all of m. 56, further stressing Cb. (The bird call of m. 55 strangely points to Ab 
dorian; while this could be reconciled as a manifestation of Cb’s relative key, we shall see 
that this motive might also be construed as a last recollection of the Ab centricity that 
characterizes much of the song’s B section.) 
This pair of pitch emphases, each sustained for exactly two measures, gives rise to 
a sense of duple hypermeter that is reinforced in several ways. The voice marks every 
downbeat from m. 53 to m. 57 with the root of the locally stressed chord; thus, when the 
singer begins a bar with a different pitch the listener is immediately attuned to the change 
in emphasis, and that measure feels that much stronger even before it unveils the rest of a 
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new first-inversion major triad across its remaining span. The pairing of the words 
“infinite” and “infiniter” as the first of the new pitch centers also increases the strength of 
the downbeats at m. 53 and m. 55.  
When the pitches sung on each downbeat are joined with the piano’s bass notes, a 
series of descending harmonic sixths results. The perception of a downward sequence is 
supported by the framework of descending sixths culled from the music’s outer voices on 
consecutive downbeats. Example 7.5 illustrates this series and joins to it the preceding Eb 
emphasis suggested in mm. 51–52. Following the lowest Bbs struck in m. 51,17 the piano 
then twice arpeggiates a first-inversion Eb-major triad by the end of m. 52, suggesting the 
potential for linking these two measures with the descending-sixths series that follows. 
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Example 7.5. Downbeats in mm. 51–57 creating chain of sixths 
 
All these musical and poetic factors coalesce to prepare m. 57 as a significant 
arrival point. This anticipation of an arrival is fulfilled in the return of Bb and the 
dissolving of the downward sequence. The vocalist in mm. 57–58 varies the melody of the 
preceding Cb music on Bb (with a repetition of the opening note and an octave 
displacement of another), further linking this Bb arrival with its preparation before the 
final fusion of Bb with Eb. 
                                                
17The piano’s Bb1 is represented in the orchestral version by a contrabass pizzicato, doubled by the 
harp, which will decay as mm. 51–52 continue just as it does in the piano. (The Bb2, though not as 
prominent as that an octave lower, is sustained by ’cellos into m. 52.) 
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Measures 51–56 are in fact a varied repetition of mm. 19–24 from the first A 
section of “Nature.” Example 7.6 shows this earlier version. 
 
&
&
?
bb b
b b b
b b b
44
44
44
œ
In
œF œ œ œ
for est and the
19 œ
F
œ œ œ œ œ œ œ
Œ
œ œ œww°
&
˙ Jœ ‰ œ
hill By
œ œ œ œ œ œ œ œ
œ œ œ œ*
?
Jœb
moving forward
Jœ ˙ œb
trav ell er is
œ œb œ œ œ œ jœP
œ Jœ
Œ œ
°
œ œbw
- - -
&
&
?
bb b
b b b
b b b
.˙ , œ
heard Re
22 œ œ- œb œ- œ œ- œb œ-
œ
*
œ
°
œ œ
*
w
œb œ œ œb
strain ing ramp ant
.œb œb œb
œ œ .œ œb œ œ œb
Œ œb
°
œ œb
*
w
Jœb .œ œ œ
squir rel or
.œA œ
œb œb œb .œ œb œb œ œ
œ œb
°
œb
*
œbw
- - - -
&
&
?
bb b
b b b
b b b
.œ Jœn jœn jœ œ
too im pet u ous
25
œp œ œn
œN œn œ ≈ œ œn œ œ œn œ œ œ
Œ
°
œN œn œ
*
wn
.˙ Œ
bird.
œ ‰ œ# œ œ œn œ œ œ œ œ ‰ ® œ œ œ
Œ œ œ
°
œ
*
wn
- - -
( )
)
)
)
(
(
(
 
Example 7.6. Measures 19–26 
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Measures 19–20 parallel the presentation in mm. 51–52 of a first-inversion Eb 
arpeggio over Bb octaves. This Eb triad is again followed by two measures of Db emphasis 
(mm. 21–22) and two measures of Cb emphasis (mm. 23–24). Example 7.6 thus also 
suggests duple hypermeter in a similar, if somewhat weaker, way. There is no analogue 
here for the “infinite… infiniter” pairing of the poem’s last stanza, and the vocal line 
provides less stress on the descending sixths pattern by avoiding Db in m. 22 and skipping 
quickly through Cb in m. 24. Significantly, the sequence is disrupted before Cb can return 
to the Bb that opens this section. At m. 25 Cb yields not to Bb but to the one-sharp 
diatonic collection. Via manifestations of the bird-call motive and the left-hand first-
inversion figure, this measure seems to point vaguely to C centricity even as the singer 
emphasizes the somewhat incongruous D. In m. 26 the bird call shifts to a focus on G, 
suggesting that these two bars together constitute a hazy amalgamation of ambiguity 
between C and its fifth. 
The significance to the present analysis is that mm. 25–26 do not present Bb 
centricity as m. 57 will when the A section is reprised. Instead of descending a half step 
from Cb so as to return to the opening pitch center Bb, focus shifts upwards by half step at 
m. 25 from Cb to C, as summarized in example 7.7. 
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Example 7.7. Chain of sixths thwarted in mm. 19–26 
 
This deflection of the descending pitch-center sequence creates connections 
among the tonal, formal, and poetic aspects of this work. By deflecting the movement 
back toward Bb, the sense of return and completion its conclusion might imply is 
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thwarted. The song has a tonal reason to continue, and in fact it does: the B section of the 
song begins with another new pitch center at m. 27 (immediately following example 7.6). 
The completion of the descending series Eb–Db–Cb–Bb constitutes an unresolved issue 
that will need to be revisited later in the song, as it is in the reprise of the A section. 
Moreover, just as C emerges to interrupt the descending sequence at m. 25, the singer 
explicitly introduces the “too impetuous bird” for the first time. In a metaphorical sense, 
it is this impulsive bird and its C-major warblings in the piano that cause the sequence to 
break off at just this point. Interestingly, this is not the first time a “C-centric bird” has 
caused a tonal disruption in “Nature.” In the work’s introduction, the strongest challenge 
to the perception of clear Bb centricity is another (albeit contrasting) bird call in m. 6 (see 
example 7.1); appropriately, that “impetuous” interruption also emphasizes C. The Cs of 
m. 6 are even decorated by grace-note Bns, reflecting the approach to C in m. 25 from a 
half step below (spelled in mm. 23–24 as Cb rather than Bn). 
The first A section thus moves from Eb through Db and Cb in a sequential, 
hypermetric approach to Bb that is foiled when Cb is deflected up a half step to C, rather 
than continuing down a half step to Bb. This series, Eb–Db–Cb–C, manifests two 
descending whole steps followed by an ascending half step (represented abstractly as <–2 
–2 +1>). We have already seen how the reprise of the A section reverses the direction of 
the last interval (<–2 –2 –1>), leading to the final arrival on Bb (and its ultimate 
confluence with Eb). The intervening B section balances the first A section’s <–2 –2 +1> 
with the final section’s <–2 –2 –1> by presenting both patterns simultaneously. This gives 
rise to a unique tonal approach further distinguishing the B section from the surrounding 
music.  
We have already seen that the A section ends by briefly emphasizing G in m. 26 
via appearances of the bird-call motive focusing attention on that pitch class. The B 
section that follows immediately turns to F centricity and the one-flat collection. Example 
261 
 
 
7.8 shows most of this B section that follows, omitting only the short piano interlude with 
which it begins. 
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Example 7.8. Measures 30–43 (continues on next page) 
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Example 7.8 (continued). Measures 30–43 
 
The vocalist’s entrance at m. 30 momentarily continues the emphasis on F begun 
by the piano three measures earlier. The piano reflects Nature’s “conversation” with her 
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children in a quickened version of the ascending third/descending fifth motive (first noted 
in this analysis in example 7.2, m. 51). Then, the left-hand accompaniment, which since 
m. 21 has focused on the first-inversion triadic figure, drops to outline an Eb-major chord 
at m. 31. The bird-call motive emerges to bring further attention to Eb and its fifth, Bb, 
while the singer adds a mixolydian-tinged Db before settling on Bb herself in m. 32. 
Starting from the G emphasis of m. 26, the whole-step shifts downward generate 
the series of triadic roots G–F–Eb. This series thus far parallels the whole-step descent Eb–
Db–Cb seen in both A sections of “Nature.” These three whole-step descents demonstrate 
further homogeneity in that nearly every chord of all three series appears in first 
inversion. (The exception is the G of m. 26, which is emerging from the previous C focus 
and is therefore underpinned by a sustained E3.) If the B section were to continue to 
descend by half step, creating the series G–F–Eb–D (represented by half-step motion, <–2 
–2 –1>), it would replicate at a different transposition level the final A section’s descent 
Eb–Db–Cb–Bb. On the other hand, if the B section moved up a half step from Eb to E, the 
resulting series G–F–Eb–E (<–2 –2 +1>) would reflect the intervals created by the first A 
section’s Eb–Db–Cb–C. Example 7.9 illustrates these possibilities. 
 
Eb–Db–Cb–C A: 
(mm. 19–25)   <–2 –2 +1> 
–E (…+1>) B: 
(mm. 26–34) 
G–F–Eb– 
(<–2 –2…) –D (…–1>) 
Eb–Db–Cb–Bb A': 
(mm. 51–59)   <–2 –2 –1> 
Example 7.9. Sizes and directions of tonal shifts in each section of “Nature” 
 
The B section’s potential movement from Eb to either E or D would thus parallel 
the pattern of movement in either the preceding or the following A section. In this light, 
the B section’s actual move from Eb is all the more remarkable. As seen in example 7.8 
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above, at m. 33 the left-hand first-inversion figure moves down by half step to outline a 
D-major triad (with the typical appoggiatura figure that has characterized this 
accompaniment throughout). Simultaneously, however, the piano’s right hand and the 
vocal part confine themselves entirely to two pitch classes, B and E, which readily 
manifest a sense of E centricity via the perfect fourth they outline. The move away from 
Eb at m. 33 thus embodies half-step motion in both directions, reflecting the <–2 –2 +1> 
of A and the <–2 –2 –1> of A' concomitantly.18 The contrasting pitch series of the 
surrounding A sections are here balanced in the song’s middle section19 by its inclusion of 
both series. 
A poetic association can be made with this treatment of pitch centers. The final 
descent Eb–Db–Cb–Bb in A' comes to represent Nature and her gentle but firm 
governance as she silences her children. In the first A section, by contrast, the “too 
impetuous bird” is responsible for the upward inflection of Cb to C. As Nature converses 
with her “household” and “assembly” in the B section, it is only fitting that her half-step 
descent and the half-step ascent of her creatures (represented by that outspoken bird) 
appear together. The B section’s faster tempo and increased rhythmic activity reflect this 
aspect of the text directly; the conversation is lively with chatter. The song’s treatment of 
tonal shifts through m. 33 symbolizes that same facet of the poem in a deeper, if more 
abstract, manner. Example 7.10 summarizes the tonal elements of the B section. 
 
                                                
18The perception at m. 33 of two simultaneously emphasized pitch classes through conflicting triadic 
references is problematic. As in analogous places in other Copland works, ambiguity can result when 
perceptual principles stressing multiple pitches manifest simultaneously. To this listener, the relative 
prominence of the voice and the piano’s upper register lend more weight to perception of E as locally 
significant, shaded by the incongruous left-hand figure. This view is reinforced in subsequent measures as 
the voice maintains focus on a single pitch for some time, thus drawing greater attention to the vocal part, 
while the left-hand figure continues to descend through a series of triads. See the analysis of mm. 35–39 that 
follows. 
19In fact, m. 33 is very nearly the midpoint of the song’s sixty-seven measures. 
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Example 7.10. Tonal events in “Nature,” mm. 26–44 
 
The competing emphases on D and E continue only through m. 34—as the 
poem’s “summer afternoon” gradually gives way to evening, the tonal approach changes 
with the time of day. Beginning at m. 35, the singer focuses for a relatively extended 
period on Ab. She announces the sun’s descent in a recitative-like phrase in mm. 35–36, 
using in addition to Ab4 only a quick C, which is 3^ in Ab. After m. 36, each of the next six 
bars feature another metrically- and/or agogically-accented Ab4 in the vocal part. 
Measure 37 approximates a double-neighbor figure surrounding Ab, while the anacrusis 
to m. 38 begins a rhythmically-augmented statement of the bird-call motive suggesting Ab 
dorian. This motive is sequenced down a step while maintaining fidelity to the six-flat 
diatonic collection, thus hinting at a Gb focus before returning immediately to Ab4 in m. 
39. The vocal part of the B section then concludes with a dramatic emphasis of the entire 
Ab-major triad and a final sustained Ab4 in mm. 41–42. 
For the most part the piano’s right hand reinforces the singer’s Ab focus with bird-
call motives on Ab and Eb, a version of the ascending third/descending fifth motive in m. 
37 that comes to land on C as approached from Ab, and rapid scalar passagework. A Gb 
version of the bird call even surfaces in reflection of the vocalist’s touch upon Gb in m. 39. 
More remarkable, however, is the left hand’s continuing preoccupation with the first-
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inversion triadic figure. At m. 35 it begins on Db and—for the first time in the song—
moves through Cb to Bb. This can be seen as signifying the approach of day’s end and the 
eventual quieting of the surroundings by Nature, for the series Db–Cb–Bb, preceded by Eb, 
will be used prominently in A' in conjunction with the hushing of her children at day’s 
end. After arriving on Bb in m. 37, the left hand appends additional half-step descents to 
the series (thus reflecting the setting sun), leading to Bbb in m. 38 and Ab in m. 39. This 
move to Ab in the left hand helps to explain the momentary emphasis on Gb by the rest of 
the texture in m. 39. Since m. 33, the vocal line (with the accompaniment of the piano’s 
right hand) and the piano’s left hand have operated on different tonal planes. The singer 
has been relatively static on Ab since m. 35 while the left hand has gradually descended, 
always in tonal contrast with the singer. For the singer and the piano’s left hand to 
converge on Ab at m. 39 would thus be a tonally remarkable moment—too remarkable, 
in fact, for the text at this point is in the middle of a poetic thought that extends to the end 
of the stanza at m. 42. To prevent some sort of inappropriate tonal emphasis on “the 
minutest cricket” at m. 39, Copland nudges the singer’s tonal plane toward Gb for just an 
instant, thus avoiding a too-forceful assertion of Ab by both planes in the midst of a poetic 
thought. 
The nervous climax that begins at m. 40 abandons the prevailing piano texture 
and tonal approach. As described above, the singer continues to emphasize Ab to the end 
of the B section at m. 43, but the piano music does not provide convincing centric focus 
on any pitch class. The Db-major triad embedded in the right hand’s music of mm. 40–41 
is perceptually negated by the Cb and Gb below as well as the Cb6s provided by the left 
hand’s crossing over the right. Uncharacteristically for Copland, these measures do not 
even conform to a single diatonic collection—Cb and C§ are presented concomitantly 
here. By the time the trills of mm. 42–43 are attained, this fluttering, chattering climax 
has achieved tonal ambiguity. Nature’s reassertion of Bb at m. 43 to begin A' thus 
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constitutes a reassuring point of repose and reflects the “children’s” lying down to sleep 
after a busy day. 
While naming a pitch center in this climax is problematic, Copland’s orchestral 
version of this passage suggests an additional link connecting it tonally with the 
surrounding music. The lowest piano pitch in mm. 40–43 is Cb4, which after its first 
sounding in m. 40 is taken as a grace note (with its fifth, Gb) to Ab4. One might 
reasonably conclude that Cb is relatively unimportant in light of the accent and sforzando 
markings on the Abs it seems to decorate. However, Copland’s pedal indications require 
the Cb to ring out as a “bass note” throughout the climax. This role for the Cb is 
reinforced in Copland’s orchestration. Cb4 is sustained by the trombone throughout, and 
is actually reinforced by double basses an octave lower. The trombone is the only wind 
instrument sustained into the fermata of m. 43 alongside the strings, which continue the 
trills to the end of the diminuendo. While Cb does not take on the role of a “tonic” or the 
“root” of the complex sonority in these bars, its timbral and registral prominence is 
noteworthy. Example 7.10 shows that this Cb can be viewed as a continuation of the 
stepwise descent in the B section’s lowest register. Beginning at m. 27, the piano’s “bass 
notes” (shown in example 7.10 as open noteheads) are consistently presented as thirds of 
major triads; the corresponding chordal roots appear in the first-inversion triadic figure a 
minor sixth higher. The C of m. 39, which serves as the third of the Ab harmony 
suggested by the left hand’s music, drops yet another half step to Cb at m. 40. Cb, in turn, 
is eventually replaced by the Bb octaves that begin A' at m. 44.20 
                                                
20Copland’s orchestration further supports the discernment of Cb descending to Bb at the seam 
between B and A'. In m. 42 he adds a new trill in the double basses—as the trombone continues to sustain 
Cb4, the basses are instructed to begin to trill downward from Cb3 to Bb3. Such a trill in the lowest register of 
the orchestral texture lends a sense of anticipation of the return to Bb that is about to take place. 
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In the same way that Eb and Bb are linked in the pattern Eb–Db–Cb–Bb in the A' 
section, Eb and Bb are here connected via a series of stepwise descents. In this case, the Eb 
of mm. 31–32 is prefixed by two whole step descents from G and F. At m. 33, both the 
<–2 –2 –1> and <–2 –2 +1> patterns are completed in the simultaneous shift from Eb to 
E and D. The half-step descent from Eb to D at this point simultaneously begins a new 
descent linking the two most significant pitch classes of the song, Eb and Bb. Copland then 
extends the descent past the first-inversion Bb of m. 37, creating an additional link with 
the “root-position” Bb that marks A' in m. 44. The tonal concerns of the surrounding A 
sections thus govern the B section and even elide it with the surrounding music. 
Finally, the singer’s long emphasis on Ab in the B section helps to explain the 
anomalous bird-call motive later appearing in m. 55 (see example 7.2). All other evidence 
in mm. 55–56 points to Cb centricity; it would seem curious that this final bird-call motive 
of the entire work (save the fragment in the last measure’s grace notes), while conforming 
to the prevailing seven-flat diatonic collection, is cast so as to place focus on Ab and to 
suggest the dorian mode. In light of the B section’s relative emphasis of Ab, however, the 
bird’s twitter in m. 55 can be reconciled as a reminiscence of the lively conversation with 
Nature that has transpired this day. In fact, the call of m. 55 mimics, at the same 
transposition level, the vocal line of “Incites the timid prayer” from the B section (mm. 
37–38). This “impetuous bird” simply wants to continue the earlier reverie a little longer, 
but does not protest too long or loudly as Nature subtly draws the veil of silence over her 
children at day’s end. 
Conclusions 
As the final chapter of this study shows, “Nature” shares with the other works 
analyzed here many commonalities relating to tonal approach. Among those are centric 
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ambiguity between fifth- (fourth)-related pitch centers, foreshadowings and recollections 
of tonalities explored elsewhere in the work, and parallel tonal approaches in otherwise 
divergent sections of the composition. 
Of equal interest, however, is Copland’s adaptation of his approach to tonal 
organization so as to reflect tonally the poetic text he is setting. He does much in other 
musical parameters to paint the pastoral scene Dickinson’s words suggest, but he also 
weaves references to the poetic imagery into the tonal structure itself. The impact of the 
“impetuous bird” on the Eb–Db–Cb–Bb descent and its chirpings on Ab in m. 55 and Bb in 
the final measure of the song, the representation of Nature and her gentle governance 
with returns of Bb, and her ultimate crowning of the day with an “Eb silence” each 
exemplify the joining of tonal structure with the text’s preoccupations. The mutual 
reinforcement of large-scale pitch organization and poetic descriptions lends an 
additional sense of internal coherence to this song unduplicated by the instrumental 
works examined in this study. 
In addition, this analysis has illustrated the gains that can be made by more closely 
examining Copland’s music than is done in existing published analyses. Even though the 
Dickinson Songs are given greater attention by this literature than most of Copland’s works, 
such investigations do not begin to address details of tonal structure or the unique ways 
this structure internally unifies individual songs. Clearly, careful consideration of ways in 
which this music posits or blurs a given pitch centers and the motion between pitch 
centers can tell us more about how this song—and by extension, more of Copland’s 
music—displays internal tonal coherence. In this case, previously published viewpoints 
that summarily describe “Nature” as either “in” Eb or using “transposed mixolydian” in 
its outer sections are enhanced to show the web of tonal connections binding the song’s 
sections together and creating meaningful associations with its text. 
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The following chapter highlights some commonalities to be found among the 
divergent approaches to tonal organization represented by the five Copland works 
examined in this study. As a result, features will emerge that characterize the composer’s 
approach to pitch structure in this repertoire. The study concludes with conjectures as to 
the value of this analytic approach for application to other bodies of music by Copland, 
post-tonal pitch-centric music by other composers, and further investigation of Copland’s 
compositional sketches and manuscripts. 
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Chapter 8 
Conclusions 
Commonalities among Five 1940s Compositions 
The foregoing analyses have explicitly focused on generating contextually-defined 
perspectives of the tonal structures of the compositions involved. The main objective of 
this study has been to bring to light, in these individual works, the specific ways each 
piece demonstrates internal tonal coherence by carefully considering pitch centers, their 
connections to one another, and their reflections in other musical parameters. No other 
piece in this study, for example, does quite what Quiet City does when it aligns its sections’ 
main pitch centers with the pitch-class collection heard in its opening and closing 
measures, but each work demonstrates some method of correlating pitch centers with other 
musical elements. The analytic approach advocated here is validated inasmuch as it 
demonstrates a sense of coherence and aesthetic consistency inside each work. 
Nevertheless, it is also worthwhile to give attention to consistencies across this 
repertoire after having explored each work individually. Since the five pieces investigated 
here are from a single decade of an individual composer’s career, we should not be 
surprised to find some commonalities among these works’ approaches to tonal 
organization. By cataloging those similarities, we can learn what techniques and processes 
characterize Copland’s approach to tonal organization during this period. Deeper insight 
into Copland’s style as it relates to pitch centricity and tonal structure will result from 
exploring the shared features in the above analyses. 
Example 8.1 cross-references the five analytical targets of this study with tonal 
techniques found in a subset of the analyzed works. Abbreviations in the left column 
represent the music analyzed. Tonal techniques shared by two or more of the investigated 
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works are assigned numbers; explanations of each numbered technique follow the 
example. 
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V.S. X   X X X X X X X 
Q.C. X   X X X  X X X 
Nature X X X  X X X X   
 
A.S. = Appalachian Spring, “Eden Valley” and coda (1944) 
T.S. = Third Symphony, fourth movement (1946) 
V.S. = Sonata for Violin and Piano (1943) 
Q.C. = Quiet City (1940) 
Nature = “Nature, the gentlest mother” from Twelve Poems of Emily Dickinson (1949) 
 
Example 8.1. Shared tonal procedures in preceding analyses 
 
1. IC–5 Stress/Ambiguity 
Each composition surveyed exhibits at some point simultaneous emphasis on two 
pitch classes a perfect fifth (or perfect fourth) apart. This dual emphasis breeds tonal 
ambivalence to varying degrees throughout the repertoire. For example, the Third 
Symphony’s finale makes use of what I called “fifth-shadowing”: a tonic pitch class is 
made clear, but that tonality’s 5^ or 4^ becomes so blatantly prominent as to shadow 
perception of the underlying centricity. The tonic’s status is never really made uncertain, 
but the fifth-shadow’s emphasis is so strong as to necessitate its mention alongside that of 
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the governing tonality. On the other hand, the Violin Sonata’s opening balances the 
potentials for G and D centricity so assiduously as to preclude the apprehension of either 
pitch class as a certain tonic, thus creating a tonal dilemma to be played out through the 
rest of the work. Other significant examples from the preceding analyses include 
Appalachian Spring’s ubiquitous polychord superimposing two major triads a fifth apart and 
the closing Bb/Eb ambiguity of “Nature, the gentlest mother.” The high-level pairing of 
two pitch classes separated by interval class 5 seems to be an ubiquitous feature of 
Copland’s 1940s music. 
The identification of interval class 5’s pervasiveness as a crucial element to this 
repertoire’s tonal structures squares with the common view of the perfect fifth as 
emblematic of Copland’s musical language. It is typical, for example, for summaries of 
Copland’s style to make mention of his penchant for harmonies that can be dissected as 
stacks of perfect fifths or fourths.1 Copland himself was even reported to have asked a 
student (Jacob Druckman), “Why don’t you ever use a perfect fifth?”2 If it is possible for a 
composer’s music to be so closely associated with a single interval class, then it seems only 
appropriate that interval class 5 would emerge as a constant presence when Copland’s 
works are examined for their larger-scale tonal features. However curt existing 
descriptions and examinations of Copland’s style and this repertoire may be, their validity 
when asserting the importance of perfect fifths and fourths to this music is confirmed in 
various ways by the present analyses. While the specific ways interval class 5 manifests 
itself vary widely from one composition to another, its omnipresence in this repertoire as 
a prominent feature of both the musical surface and the higher-level tonal organization 
lends to this body of works a certain sense of homogeneity. 
                                                
1For an example, see Stefan Kostka, Materials and Techniques of Twentieth-Century Music, 3d ed. 
(Upper Saddle River, N.J.: Prentice Hall, 2006), 57. 
2Aaron Copland and Vivian Perlis, Copland since 1943, 129. 
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2. Pattern Completion  
The abbreviated descriptor “pattern completion” refers to the way a series of 
pitch events culminates at a tonal arrival point after having been thwarted from reaching 
that arrival point in earlier versions of that series.3 The patterns’ repeated attempts to 
reach closure can create tonal impetuses reflected in other musical parameters. 
“Eden Valley” from Appalachian Spring furnishes the paradigm of pattern 
completion as it is described here. Chapter 3 showed that this section’s T11-based chains 
of second-inversion major triads set up a descending half-step path from the section’s 
opening tonality, A, to its ultimate tonality, F. This entire path from A to F is only 
completed near the end of the section, however. Every other time the T11 chain attempts 
to bridge the gulf of half steps between A and F, it is interrupted by T10 “hiccups” and/or 
simple truncation before it reaches F. The tonal frustration of the repeating, failing 
attempts to complete this T11 pattern gives rise to the climax of “Eden Valley” in mm. 
119–31 as that frustration bleeds into other musical parameters (dynamics, registers, etc.). 
In this case, the continuing delays of the pattern’s completion create a sense of drama 
providing a reason—i.e., a tonal impetus—for the climax to appear when and how it 
does. 
“Nature” also incorporates pattern completion, albeit in a less dramatic way. Each 
of the three sections of its A–B–A' formal design is linked via different attempts to 
complete the pitch pattern Eb–Db–Cb–Bb (or, more generally, <–2 –2 –1>). In the first A 
section the pattern is deflected from Cb up to C§, while at the analogous moment in A' the 
                                                
3Straus uses the term “pattern-completion” in relation to Stravinsky’s music to describe the 
establishment of a “single normative unit”—a pitch-class set, usually a tetrachord—and the “exploitation of 
the listener’s desire for the completion of that unit.” Joseph Straus, “A Principle of Voice Leading in the 
Music of Stravinsky,” Music Theory Spectrum 4 (1982): 106–07. In contrast, my employment of the term pattern 
refers to a series of similar pitch events, such as a T11-based chain, and thus reflects the connotations of 
repetition usually associated with pattern. 
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Cb is allowed to lead to Bb and thus to the song’s conclusion. The intervening B section 
combines the preceding deflection with the following culmination of the pattern by 
following the series G–F–Eb with simultaneous evidence for both E and D focus . The 
result is a transposed combination of the earlier Eb–Db–Cb–C§ with the upcoming Eb–Db–
Cb–Bb, “balancing” the two A sections and reflecting the song’s organization into three 
formal units. 
Pattern completion constitutes one of two main ways shared by works in this 
repertoire that a musical surface is aligned tonally with its large-scale tonal organization. 
The other, “surface reflection,” will be considered after examining “overshooting.” 
3. Overshooting 
Closely related to pattern completion is the technique designated “overshooting.” 
This term is meant to refer to the ways that, prior to a pattern’s ultimate completion, the 
pattern’s attempts at closure actually propel it past its projected arrival point. In each case 
the overshooting gives rise to a climactic moment, which is often preceded by an 
acceleration of the tonal pattern’s progress as it searches frantically and vainly for the goal 
it has already missed. 
Again, “Eden Valley” from Appalachian Spring provides the quintessential example 
of this process. The passage beginning at m. 119 tries again and again to achieve an F 
major triad, but because of a persistent T10 “hiccup” in the T11 series, it overshoots F 
repeatedly and thus flies into more extreme registers and dynamics. The rate of motion 
from triad to triad in these faulty T11 series increases: the quarter-note duration ending 
each triad is replaced with an eighth note, reflecting the music’s desperation in its 
attempts to complete the pattern. It is only when the T10 imperfection between G and F is 
removed that the pattern is finally able to progress from A to F via an uninterrupted T11 
series. (Example 3.16 summarizes this passage.) 
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A similar if subtler invocation of overshooting appears in the B section of 
“Nature.” Beginning at m. 35, the piano’s left hand (operating in its own tonal plane, as 
described in the analysis) actually presents the entire Eb–Db–Cb–Bb pattern that will be 
completed in a more prominent fashion at the song’s conclusion. In this case, the 
pattern’s descent to Bb at m. 37 is hardly a structurally significant moment, as the singer is 
only finishing the first line of a new stanza (“Her voice among the aisles”), and the B 
section does not conclude until m. 43.4 The descending half step with which the Eb–Db–
Cb–Bb series ends is therefore repeated, taking the left hand to Bbb in m. 38 and Ab in m. 
39. This overshooting of Bb leads again to a climax as the B section subsequently finishes 
with rapid piano figurations and the loudest dynamics of the song.  
A tonal process in the finale of the Third Symphony resembles overshooting, 
though it involves a pattern that is not intrinsically capable of creating a sense of 
completion in the context of this movement’s tonal organization. Prior to the dissonant 
crash at R117, the rumba theme spins gradually out of control, articulating melodically a 
repeating cycle of T2-related major triads (see example 4.26). The tonal issue here, as 
discussed in the analysis, is that new structural tonalities are attained in this movement by 
being introduced with an SUBSUME shift. The rumba theme, in contrast, is closely 
associated with EMERGE transformations, of which T2 is an example. The rumba 
becomes frantic, throwing out one T2 shift after another in its desperate attempts to 
escape its characteristic EMERGE shifts. This T2 series is in fact doomed to incompletion, 
as this type of shift simply cannot bring about a structural tonality in this music. Such a 
reading of this hysterical buildup to the climactic (and momentarily atonal) crash of R117 
                                                
4This association of Bb in the left hand, prepared by the descent from Db and Cb, may nonetheless 
constitute the subtlest of text-painting. This line, “Her voice among the aisles,” is the only one in this stanza 
focusing on Nature—all others describe the genuflection of her children. This touch on Bb at just this 
moment reflects the introduction of Nature at m. 9 and her gentlest governance of her creation when she 
silences it beginning at m. 57, for in both cases Bb is emphasized. 
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provides a justification for this frenzy of activity based on the entire movement’s tonal 
organization. The T2 series does not literally “overshoot” its arrival point—the issue here 
is that the series has no arrival point, but is fated to repeat itself without creating a sense 
of completion. The impact of this process on other musical parameters parallels that in 
the other examples of overshooting, but especially that in Appalachian Spring. In both cases 
extremes of register and dynamics are achieved as a result of tonal frustration as a tonal 
pattern tries to bring about a new, structurally significant pitch center. 
In every case described here, overshooting constitutes a manifestation of tonal 
alignment. By “missing” tonal targets, and subsequently creating a frenzy of activity in 
search of them, these musical surfaces reflect the importance of bringing tonal patterns to 
completion at structurally significant pitch centers, and add emphasis to the arrivals of 
those centers by delaying them. A sense of tension is achieved in these works when these 
tonal patterns are unable to conclude, though the listener admittedly may perceive the 
tension only in the domains of register, dynamics, orchestration, and rhythmic activity. 
These patterns, and the ways in which their satisfactory completion is postponed 
(including overshooting), form the tonal impetus for this music’s activity in other 
parameters. 
4. Surface Reflection 
Those works analyzed that do not make use of pattern completion connect their 
pitch centers with other pitch events the process labeled “surface reflection.”5 Rather than 
emphasizing a structural pitch center by preparing its arrival as the culmination of a series 
of half- and whole-step-related triads, surface reflection correlates the levels of a given 
work by creating direct parallels between a group of structural pitch centers and salient 
                                                
5This is not to say that a given work is precluded from using both pattern completion and surface 
reflection, though it is interesting that the works studied here employ only one or the other. 
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features of the music’s surface. Pattern completion establishes a series (of triads or pitch 
centers) leading to a structural tonality, while surface reflection describes the paralleling of 
a group of structural tonalities (and/or the distances between them) in an important pitch 
collection or motive. In both cases, elements of the music as perceived reflect elements of 
the large-scale tonal structure, thus demonstrating tonal coherence. 
A clear example of surface reflection is the connection between the signature 
motive of the Fanfare for the Common Man as it is wrought into the finale of the Third 
Symphony and that movement’s tonal thread. As illustrated in examples 4.15 and 4.17, 
the framing Ds of this movement can be joined with the structurally-prominent G 
centricity of R121 to create a parallelism with the fanfare motive. The other pitch centers 
of the tonal thread fill in the gap between the first D and G, and this filling of the gap is in 
turn paralleled in a diatonic version beginning at R127. The pitch centers of the highest 
structural order are thus reflected in both the motto of the opening fanfare and the coda’s 
music at R127. 
Quiet City’s evocation of surface reflection hinges upon its preoccupation with 
pentatonic collections. The individual pitch classes of the work’s opening (and closing) 
music, which form a pentatonic collection, are the source of the work’s structural pitch 
centers. Each section of the work in turn invokes a group of pitch centers (or potential 
pitch centers) that also form a pentatonic collection. These new collections stress one or 
two members as structural tonalities, each of which (with one exception) is a member of 
that opening collection as well. Example 6.15 summarizes this network of associations. 
The opening pentatonic collection thus reflects the structural tonalities of the work, which 
are subsequently recast as members of other pentatonic collections as the piece 
progresses. In this case, the more-structural pitch centers and the pentatonicism they 
imply as a group are reflected in each section’s less-structural centers as well as in the 
musical surface.  
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The Violin Sonata exemplifies surface reflection in several ways. Its opening focus 
on potential pitch centers related by perfect fifth and minor third is prophetic of the entire 
first movement’s tonal structure, as it constitutes a network of structural tonalities, joined 
in musically meaningful ways to form pairs related by perfect fifth and minor third. This 
approach to pairing pitch centers continues into the Lento, in which a stack of four 
tonalities forming a stack of perfect fifths is grouped into a perfect-fifth pair and minor-
third pair (see example 5.23). The third movement comes to replace the prevailing minor-
third relationships with major thirds, creating a network otherwise analogous to that of 
the preceding movements. This attention to major thirds is itself reinforced when the 
second part of this binary movement restates themes a major third higher than in the first 
section, and in the “poignant” melody’s repeated emphasis of G and B just before the 
second part begins (see example 5.29). The analysis in chapter 5 explicates these and 
other surface reflections in the Violin Sonata. 
It would seem that surface reflection is the technique described in both the 
Beethoven and Stravinsky works briefly probed in chapter 2. As such, Copland’s 
employment of this process has antecedents in earlier composers’ music.  In this limited 
sense at least, his music’s approach to tonal coherence is presaged in several divergent 
repertoires. 
5. Anticipation/reminiscing 
Each of the five Copland pieces explored in this study includes instances in which 
a surface event either anticipates an impending pitch center or tonal issue or recalls a 
previous pitch center or tonal issue. To a certain extent it is problematic to tease out any 
differences between anticipation/reminiscing and the surface reflection process described 
above. This is because any surface reflection of larger-scale tonal structure must 
necessarily point toward an element (or elements) of that structure that have been or will 
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be manifested in the temporal progress of the piece—thus constituting, in a sense, either 
an anticipation or recollection of that portion of the tonal structure. Even so, it is possible 
to view portions of each Copland work, in light of other musical parameters, as 
embodying the more-specific descriptor “anticipation/reminiscing.” 
One clear example of reminiscing can be found in m. 55 of “Nature.” In the 
context of a prevailing Cb focus, a bird-call motive sounds, emphasizing Ab (in a 
perspective paralleling the apprehension of every prior appearance of this motive). This 
attention to Ab is incongruous with the local Cb supremacy; aside from this motive, this 
measure and the next seem to constitute a first-inversion Cb-major triad in parallel to the 
first-inversion triads that immediately precede and follow it. However, when one 
considers the pitches emphasized in the previous section of the song and the poetic thrust 
of these parts of the text, it is not hard to view this Ab twitter as a bird’s remembrance of 
the sunny afternoon that has just passed. The stress on Ab at m. 55, marked by its Cb 
context, seems to constitute a surface reflection of the Ab emphasis in the preceding B 
section, but its placement at this point in the song suggests that the label “reminiscence” is 
much more evocative of this tonal procedure’s role in this song. 
A similar instance of reminiscence appears near the end of Appalachian Spring’s 
“Eden Valley” when the T11 cycle is finally presented in its entirety, explicitly linking the 
structural tonalities A and F for the first time (in mm. 147–50). This series’ light 
orchestration with solo woodwinds lends it an ephemeral quality that reinforces its 
impression as a fleeting memory of the Allegro’s tonal progress from A to F. Later, the 
work’s coda similarly creates reminiscences of A and F in the context of a reigning C 
centricity (see example 3.21). 
The motivic parallelism that describes the Third Symphony’s finale’s melody of 
R127 was already described above as a surface reflection, but given its location near the 
end of the movement it might also be regarded as a reminiscence upon the now-complete 
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tonal thread. In a more general sense, the tonal shifts added to the Fanfare for the Common 
Man as it was re-wrought to become the finale’s introduction are prophetic. Not only do 
these shifts predict the importance of frequent changes in centricity for the rest of the 
movement, but they have ramifications for the way in which types of shifts will be 
grouped and linked to specific themes. Each shift in the introduction represents 
EMERGE; that is, each change in centricity and collection prepares by common tone the 
fifth-complex of the new center and collection—a fact that is emphasized by the fanfare 
music’s heavy reliance upon the fifth-complex’s pitch content. By beginning to build this 
set of associations between tonal shifts, common-tone preservation of fifth-complexes, and 
specific themes, this music anticipates the manner in which the rest of the movement will 
be organized. 
Quiet City prominently displays examples of anticipation in the interruptive nature 
of Eb centricity in the first nostalgia and dotted-note sections. At m. 65, E centricity is 
suddenly displaced by Eb as described in example 6.7. A parallel Eb interruption takes 
place at m. 88, though Eb was already being obliquely suggested as a potential pitch 
center in the music preceding this moment. These two impositions of this Eb music are 
readily apprehended as just that—impositions that disrupt the ebb and flow of the 
preceding passages. Eb’s status as an intruder locally is prophetic of its larger-scale role in 
the tonal structure. The climactic section’s most salient pitch center turns out also to be 
the only main pitch center of any section that falls outside the governing {Bb–C–D–F–G} 
collection. That pitch center turns out to be, quite naturally, Eb. This pitch center’s 
interruptive nature thus anticipates its identity as an “outsider” in the large-scale tonal 
structure of Quiet City. 
The Violin Sonata is replete with instances that might be described as anticipation 
or reminiscing. At least one notable reminiscence, which resembles those described 
above, bears mention here. Example 5.36 shows the final violin melody of the entire 
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work, which recalls not only some of the most significant tonalities of the piece, but also 
emphasizes in its intervallic content the perfect fifths and major thirds characterizing the 
tonal pairings used to organize this sonata’s (and especially the third movement’s) 
structure. The passage is short and the chromaticism atypical of the surrounding music; 
both these qualities are shared by the reminiscence explored above in “Eden Valley.” 
The internal tonal logic of each Copland work explored in this study suggests that 
many more passages can be described as anticipations or reminiscences. Further, many of 
those passages might fall under the “surface reflection” heading with equal validity. These 
passages’ significance lies in their representation of the musical surface’s alignment with 
the main pitch centers and tonal issues of the works in which they appear. 
The next two tonal techniques explored are described in example 8.1 as 
“holdovers from traditional tonal practice.” They interact with the overall tonal structure 
of individual Copland works in various ways and to various extents, but are included here 
to demonstrate the composer’s sustained interest in adapting principles from traditional 
tonal practice to his own purposes. 
6. Framing 
This term refers simply to the beginning and concluding of a (usually large) formal 
unit with the same pitch center. Starting and finishing a movement or work with the same 
tonality constitutes one way to lend a sense of coherence to a musical work, but Copland’s 
adoption of this traditional practice is hardly consistent or conventional. 
“Nature” is perhaps the most typical among the five analyzed works in its 
departure from and return to a single pitch center to frame the entire piece. From this 
perspective that pitch center is Bb, though at the song’s end it is amalgamated with Eb—
thus making even this clearest example of framing somewhat ambiguous. Quiet City also 
makes use of framing at the largest level, bookending the piece with C centricity, though 
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analysis shows that this work is not so much “about” C and a return to it after an absence, 
but rather “about” the unfolding of a single pentatonic collection that happens to include 
C. Moreover, the first twelve measures of Quiet City do not clearly posit C centricity (or 
any centricity, for that matter). 
The Third Symphony does exhibit framing, but only at lower formal levels. The 
finale, excluding the introduction, does start and end on D, and the framing of this unit 
with D becomes essential to its tonal structure. On the other hand, the entire movement 
begins not with D but Ab as a pitch center.6 It is worth noting that the entire symphony 
does not begin and end with the same tonality either: it opens with a clear focus on E, 
while the finale ends (as we have seen) on D. Only the first movement clearly begins and 
ends with the same tonal focus. 
The Violin Sonata adapts framing in a unique way. The first movement begins 
with a carefully balanced tonal ambiguity between G and D, to the exclusion of any other 
possible pitch centers. This movement concludes with a sonority that also superimposes G 
and D. This movement is thus framed not with a single tonality, but with a consistent 
ambiguity between two tonalities. This persistent ambiguity in the first movement plays 
out across the others, as the Lento displays a somewhat clearer focus on D and the final 
movement begins and ends with G centricity (see example 5.37). The boundaries of all 
three movements thus share a common interest in the G/D duality that is manifested in 
different ways, while simultaneously preserving the contextual framing of each 
movement. 
                                                
6This finale is linked in performance with the preceding third movement. While beyond the scope 
of this study, it is possible to view these movements together as a large-scale progression from Ab to D 
alongside interesting correspondences with the rhetoric and formal design of these movements. However, 
even this perspective does not provide an example of framing. 
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Appalachian Spring notably does not make use of framing at any significant 
structural level (save its introductory section’s stasis on A and its later restatement on Ab). 
Many other Copland works from this period do not clearly frame their larger formal units 
with a single tonality (Billy the Kid, the Piano Sonata) while others do (the Clarinet 
Concerto). Moreover, in his career Copland never titled a work with a “key 
designation,”7 though many other contemporary composers of pitch-centric music 
continued to do so (Shostakovich, Vaughan Williams, Prokofiev, Stravinsky, and 
Hindemith, among others). This fact would seem to reinforce a perspective of framing as 
only one of many tonal processes this composer might choose to adopt or adapt in order 
to bring tonal coherence to a given work. That the works surveyed here each make 
significant use of tonal alignment techniques while invoking framing more casually or not 
at all further suggests that this repertoire hinges upon something more than beginning 
and ending in the same tonality to define its tonal structures. 
7. Traditional Functionality 
In at least three of these five pieces significant vestiges of functional harmony can 
be found, though with differing impacts on tonal structure. It should be noted that nearly 
every Copland work from this period makes use of the ascending fourth/descending fifth to 
point to a tonic via its “dominant.” In the instances described here, functional harmonic 
practice is evoked more explicitly than a simple melodic leap might imply. 
In the case of Appalachian Spring, the extended passages centered on A and F in 
“Eden Valley” assert those tonalities as structural in part by marking them with repeated 
quasi-functional chorale phrases that end with authentic cadences. Later, in the work’s 
                                                
7The exception is a long-unpublished, juvenile piano sonata “in G major” completed under the 
auspices of his early tutor Rubin Goldmark in 1921. My thanks go to Stephanie Poxon of the Library of 
Congress for confirming that Copland himself indicated a key on the first score page of this manuscript. 
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coda, authentic cadences on C are interrupted three times by landings on A and F triads; 
those triads’ significance is brought to the fore by their recognition as anomalous goals for 
such phrases in traditional practice. 
The first movement of the Violin Sonata also puts forth pitch centers via authentic 
cadences. Three of the first four pitch centers are emphasized at least in part by such 
cadences in the piano in mm. 28–38 (see example 5.1). As in Appalachian Spring, the voice 
leading of these harmonies is not always traditional, but the root motion and the chord 
qualities above are enough to evoke traditional harmonic practice. These cadences also 
help to define the tonal network that controls the rest of this movement. On the other 
hand, this same movement’s Lyrical Middle Section also posits pitch centers via authentic 
cadences, but these tonalities are not similarly tagged as structurally superior to other 
tonalities in the movement. Their particular context in the Violin Sonata is not disposed 
to privilege these centers in the way that other parameters worked with functional 
harmony to provide A and F structural weight in “Eden Valley.” 
The fleeting evocation of functional harmony in “Nature” represents yet another 
context for this tonal procedure. The song’s introduction, focused on Bb, includes in mm. 
2–4 two-part counterpoint that concentrates on minor sevenths contracting to major 
thirds. Omitting the thirty-second-note G4, the melodic fragment Eb–D is presented over 
F–Bb as seen in example 7.1. As noted in chapter 7, this counterpoint gently implies V7 
moving to I in Bb major. However, this bit of counterpoint never reappears after m. 4, 
and the entire eight-bar introduction (and much of the following vocal entrance) would 
remain planted in Bb centricity were this snippet to be absent.8 
                                                
8The role of this small portion of the introduction—if one needs to be assigned to it—may be 
simply to foretell the dotted-note music shared by the seventh and twelfth songs of this cycle. This later 
music is the only thematic material shared among any of the Dickinson Songs. Measures 2–5 are not 
motivically tied to this shared theme, but the simple presentation of a repeated dotted-note rhythm so early 
in the first song, unparalleled in its continuation, might serve as a prophecy of this later significant musical 
figure. 
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Thus, Appalachian Spring uses functional harmony in combination with other 
salience factors to showcase main tonalities, the Violin Sonata’s first movement uses 
functionality to posit pitch centers that are granted varying weight in the work’s tonal 
organization, and “Nature” momentarily evokes authentic progressions without creating 
any real impact on the song’s tonal structure. While Copland does not shy away from 
implying the harmonic practice of the previous era, these cases illustrate that the relative 
prevalence and structural importance of this practice in a given composition are hardly 
consistent. As with framing, functional harmony would appear to be simply another tool 
in the composer’s collection—used on several occasions, to be sure, but to different 
extents and to different ends in each piece, and not necessarily in every piece. 
8. Thematic/Tonal Associations 
Every tonal structure illuminated in this study’s analyses interacts in some way 
with formal/thematic design. In a sense, this interaction constitutes tonal alignment as 
well, for various works either synchronize structural pitch centers with specific thematic 
materials or highlight structurally significant links between pitch centers by coordinating 
those pitch centers with restatements of a given theme. 
In two cases, thematic material is restated at or near the beginnings and ends of a 
work in the same tonality. This is the case with the opening and closing music in Bb 
framing “Nature.” Following the eight-measure introduction (also in Bb), the song’s A 
section emphasizes Bb. When this music reappears in a highly varied form to close the 
song, it does so again with focus on Bb (though that Bb is ultimately fused with Eb, creating 
tonal ambiguity at the song’s end.) Quiet City also begins and ends with similar music (the 
“urban pastoral”) set at the same pitch level, thus loosely framing the work with C 
centricity. Both these instances were cited as examples of “framing” as well; they are 
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mentioned here again to point out the thematic coordination of the work’s boundaries 
with a single pitch center. 
The Violin Sonata’s third movement associates its formal and thematic elements 
with pitch structure in significant ways. By restating themes from this binary movement’s 
first section a major third higher in its second section, the music draws attention to this 
interval as an important structural element. The major third’s importance is reflected in 
various motivic ways, creating a sense of tonal alignment with the larger-scale focus on 
major thirds. The sonata’s second movement similarly stresses a structural minor third 
between two pitch centers by associating those centers with a  single theme. 
The structural pillars of “Eden Valley,” A and F, are reinforced as such by their 
exclusive affiliation with the statements of the only lyrical theme in the entire Allegro. 
These statements also constitute the longest subsections of the Allegro, further 
emphasizing their content as thematic and crucial to the entire section’s design. By casting 
these passages in such formal and thematic relief to the surrounding music, the pitch 
centers they posit are granted additional structural weight. 
As described in detail in chapter 4, the formal and tonal interactions of the Third 
Symphony’s finale are complex and multi-faceted. While the movement (aside from its 
introduction) is framed with D centricity, D is not connected specifically with any 
particular theme. In fact, pitch centers themselves do not correspond with thematic 
material in this movement; rather, the types of shifts between tonal centers, classified 
according to their treatments of fifth-complexes as common tones, correspond to 
individual themes (e.g., SUBSUME transformations are reserved for music using the 
toccata theme, and EMERGE appears in combination with the rumba theme). On the 
other hand, B centricity is coordinated with ISOLATE and a militaristic setting of the 
fanfare to create an interruption at R101. Thus, when a B-centric fanfare reappears at 
R125 without the anomalous ISOLATE shifts it can be viewed as a reconciliation of this 
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music’s previous interruptive nature (see example 4.29). In this instance a particular 
theme is granted specific tonal connotations when combined with a specific centricity. 
Finally, the complicated problem of locating a recapitulation in this arguably sonata-
based form results directly from incongruities between the return to the opening pitch 
center, D, and a return to the opening thematic material, the toccata. The discussion 
below of this movement’s “wrong-center recapitulation” will take up this issue in greater 
detail. 
The widely varied approaches to form exhibited by the five works of this study 
require that thematic materials be affiliated with tonal structure in divergent ways. The 
impact of such affiliations on tonal structure and alignment is also diverse from piece to 
piece. While the synchronization of tonal and formal concerns is sensitive to the unique 
contexts of each composition, that this music is uniformly concerned with such 
synchronization is significant to furthering understanding of Copland’s style in this 
period. 
9. “Wrong-Center” Thematic Recapitulations 
It is typical in Copland’s music, as in that of countless other composers, for 
thematic material originally exposed near a piece’s or movement’s beginning to reappear, 
often varied or transformed in some fashion, near its end. We have seen that such 
recapitulations contribute to the view of some of these works, by Copland and others, as 
evoking “sonata form.” In several cases, however, these restatements of earlier thematic 
areas are recast in contrasting pitch centers. These “wrong-center recapitulations,” rather 
than constituting returns to the opening tonality, present new pitch centers essential to the 
tonal logic of the entire work. This seeming contradiction—the tonally contrasting 
restatement of early thematic content near the work’s conclusion, invoking the rhetoric of 
a traditional sonata recapitulation while simultaneously fulfilling the obligations of the 
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composition’s contextually-driven tonal structure—is in fact a recurring feature in 
Copland’s music of the 1940s. 
Three examples follow, beginning with the Violin Sonata’s opening movement. 
Example 5.4 summarizes the tonal and formal nature of this work. The recapitulation in 
question here begins at m. 201, but the main tonalities of the work (G and D in an 
ambiguous combination) are not reached until m. 225. The intervening music does 
paraphrase the thematic materials from mm. 21–40 that (alongside the prologue) 
constituted the first large section of the movement: that is, the “exposition.” The 
restatement music in mm. 201–24, however, involves pitch centers that are foreign to the 
exposition. When considered together, three of these new centers (C, F, and D#) form an 
inversion of the movement’s original tonal network as shown in example 5.16 and 
balance the upward extension of the network accomplished by Development I.9 The 
fourth tonality touched upon in this part of the restatements, C#, is linked with a 
secondarily-emphasized E to form a further set of tonal relationships with the movement’s 
Lyrical Middle Section as shown in example 5.17. (All these issues are explored in detail 
in chapter 5.) This recapitulation thus returns to the opening thematic materials but 
continues to explore new areas of the movement’s self-defining tonal network. While 
constituting appropriate tonal behavior in the context of this movement, this exploration 
leads to a “wrong-center recapitulation” when considered in terms of traditional sonata 
form. 
                                                
9A parallel might possibly be drawn with certain nineteenth-century composers’ practice of 
balancing previous tonal motions. For instance, Beethoven’s Op. 53 piano sonata features a first-movement 
sonata form that moves from C major to E major in its exposition. This is balanced by tonal motion down a 
minor third in the recapitulation, wherein the primary theme is again in C major but the secondary theme 
begins in A major. The Copland sonata movement similarly moves the opening tonal network up (albeit in 
a development section) and subsequently moves it down the same distance from its original point. See the 
discussion accompanying example 5.16. 
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Quiet City more closely resembles a suite in one movement rather than a sonata 
form. Unlike the Violin Sonata, it is difficult to construe any of its interior sections as 
“developments” of surrounding thematic material; rather, each section behaves 
somewhat more like a stand-alone episode. As noted in the analysis of chapter 6, though, 
the last two sections are shortened reprises of the first two in reverse order. We have 
already observed in the discussion of framing that the first and last sections correspond 
tonally as well as formally, for these two urban pastorals frame the whole work with C 
centricity. Absent other evidence, we might therefore also expect that the nostalgia 
sections appearing just inside the urban pastorals would make use of the same pitch 
centers. In fact, the first nostalgia section’s structural pitch center is G, while that of the 
other is Bb. While perhaps unexpected in the context of a more traditionally tonal work, 
in Quiet City this focusing of the second nostalgia on Bb is essential, as it completes the 
{Bb–C–D–F–G} pentatonic collection that has characterized the entire tonal 
organization. Revising the nostalgia music to point to Bb rather than G also perhaps 
renders it more poignant given the connotations Pollack suggests for this music. By its 
return  in a new tonality, it is rendered all the more bittersweet in its reflection of the 
protagonist’s final abandonment of his youthful aspirations. Having decided he can never 
fulfill them, his perspective of them is changed and distanced. 
The complexities of reconciling the Third Symphony’s finale with sonata form, 
and especially of locating its recapitulation, are treated in the analysis of chapter 4. Much 
of the difficulty surrounding the recapitulation is encapsulated in the notion of “wrong 
centers.” According to the thematic presentations (and the composer himself), the 
recapitulation would seem to begin at R118. However, the music at R118 is in the 
“wrong” tonality of Db. This pitch center is incongruous both in comparison with the 
main, framing center of the movement, D, and with the tonal thread that governs this 
work’s structure, for it is not associated with the SUBSUME shifts that characterize all 
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the pitch centers of the tonal thread. If the recapitulation begins at R118, it does so only in 
a thematic sense. The remaining structural pitch centers of the tonal thread, Gb, G, and 
D, are reached only later in this recapitulation, where they are complemented thematically 
by the reintroduction of the symphony’s very first theme (somewhat ironically, given the 
incongruence between form and pitch structure exhibited at R118). The delay of tonal 
return and completion to a point after the thematic recapitulation of R118 provides a 
tonal impetus for the enormous apotheosis that comes to subsume the finale’s conclusion, 
for the structural closure is so long anticipated after the thematic return is achieved. 
To label a given Copland movement or work with the designation “sonata” is 
usually an oversimplification of the approach to the formal and tonal concerns this 
designation connotes. His music is certainly characterized by returns to previously-stated 
thematic material, but frequently those returns are at odds with any sense of tonal return 
or completion. In fact, two of the three examples above illustrate that structural tonalities 
might remain to be explored at the onset of the thematic “recapitulation,” and in the case 
of Quiet City that “wrong-center” restatement is itself focused on the last new structural 
tonality. It is fascinating to consider the myriad ways Copland makes use of “wrong-
center” thematic restatements while maintaining (or even enhancing) the contextual tonal 
consistency of a given composition. 
10. Abrupt Shifts as Tonal Markers 
In at least three works special status is conferred upon selected pitch centers by 
virtue of their introductions in markedly abrupt ways. This abruptness is relative to each 
composition’s general approach to tonal shifts, as shown below. 
An instance from Quiet City already cited in relation to other common tonal 
techniques is Eb’s interruption near the ends of the first nostalgia and dotted-note sections. 
In the nostalgia section especially, Eb centricity is posited in a sudden and rather jarring 
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way at m. 65, associated with a half-step shift from E and the replacement, in the middle 
of a phrase, of one diatonic collection with another. These two collections (four sharps 
and three flats) share only two common tones—the smallest possible number of common 
tones between two diatonic collections—thus reinforcing the sudden quality of Eb’s 
presentation. Example 6.8 showed that Eb’s impact on the progress of an already-heard 
theme also emphasizes this tonality’s interruptive nature. As noted in the description of 
Eb’s interruption as a forecasting of its role in the context of Quiet City, the abruptness of 
its appearance here marks it as an “intruder,” which is a status it retains in the tonal 
organization of the entire work. 
In the finale of the Third Symphony, nearly every tonal shift is accomplished in 
conjunction with the sudden, summary replacement of one diatonic collection by 
another. For a particular shift to be marked as especially abrupt in this movement’s 
context thus requires the contribution of additional factors. Such shifts take place at R101 
and R103, which in this finale are the only moves between pitch centers related by 
tritone. As the two tonalities involved in these shifts, F and B, each make use of their 
associated major scales, only two common tones are shared by the predominating 
collections involved; uniquely, these common tones do not include the tonic of either 
pitch center. The suddenness of these shifts is bolstered by a sudden change in rhythmic 
activity at R101 and an unexpected silence just before R103 (as discussed in conjunction 
with example 4.27). As chapter 4 describes, B is surrounded by these anomalous T6 shifts 
to and from F, creating a tonal reason for B’s eventual reconciliation in the finale’s coda. 
(See also the discussion of “thematic/tonal associations” in relationship to this 
movement.) The marking of these tritone tonal shifts as especially abrupt in this 
movement’s context of sudden shifts is essential to a reading of the movement’s tonal 
alignment. 
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The Violin Sonata’s final movement also confers special emphasis on a new pitch 
center via an abrupt tonal shift, though in this case the shift constitutes the final return to 
the movement’s main tonality, G. As noted previously, this movement’s structure places 
great value on pitch centers related by perfect fifth and major third, and in fact nearly 
every move between consecutive pitch centers manifests one of these intervals (see 
example 5.24). In this light, F#’s sudden upheaval by G at m. 171 is remarkable, and the 
half step between these pitch centers is strongly articulated in the way their respective 5^s 
are juxtaposed in this measure. As shown in example 5.34, this unique shift yanks tonal 
focus away from the fifth-related tonalities of the rest of the A' section, reflecting tonally 
the movement’s imminent culmination and conclusion via a return to G. G’s distinctive 
role as the framing tonality, and the half-step shift’s exceptional appearance in this 
movement, are here reinforced by the startling replacement of F# centricity by G. 
To differing extents, a great  many shifts between pitch centers in this repertoire 
might be described as abrupt. Even so, certain shifts are, in the contexts of their 
surrounding music, especially marked by their brusqueness and suddenness. Copland 
consistently gives these particular shifts and the tonalities they introduce notable status in 
the tonal organization of the work. This consistency constitutes a feature of this 
repertoire’s overall approach to tonal coherence. 
Summary 
The nexus of tonal techniques and processes shared by different combinations of 
the five works investigated here helps to define Copland’s style as it relates to tonal 
organization and alignment. Example 8.1 shows that, of these ten techniques, each 
analyzed composition makes use of at least six. Every work here exemplifies tonal 
alignment if pattern completion and surface reflection are regarded as contrasting overall 
approaches to this paralleling of surface events with tonal structure. Every other 
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technique described appears in at least three of the five pieces, and three additional 
techniques (IC-5 ambiguity, forecasting/reminiscing, and thematic/tonal associations) are 
present in all five works. 
Of course, these techniques are not quite so discrete from one another as their 
organization into individual columns suggests. We have seen that overshooting is often a 
specific manifestation of pattern completion, markedly abrupt tonal shifts create 
interactions with formal design, and the line between surface reflection and a passage that 
specifically suggests reminiscing on a previous pitch center or tonal issue cannot be easily 
drawn. In this spirit other secondary similarities between individual works not explicitly 
described above might be surmised. For example, a connection might be made between 
mm. 56–58 of Appalachian Spring and mm. 5–8 of “Nature.” In both cases, a leading tone 
of the prevailing tonality is “left hanging” unresolved, creating a sense of suspense until 
the tonic pitch class is reasserted in multiple octaves a moment later. (In Appalachian Spring 
the leading tone is even reinforced as a member of a “dominant” triad.) Another 
similarity links the “crashes” of the Third Symphony’s finale and the Violin Sonata’s first 
movement. Each crash is a dissonant, strident moment reinforced by thick textures and 
loud volume, and both crashes appear just before their respective movements’ formal 
recapitulations. The differing contexts for these crashes in each piece’s tonal organization 
are discussed in the analyses above. Despite such differences, the placement of a 
dissonant, climactic crash just before a recapitulation seems to be a recurring formal 
feature in this repertoire, just as the “hanging leading tone” is a recurring tonal device. 
These two techniques can easily be described as secondary manifestations of 
thematic/tonal association and traditional functionality respectively, while simultaneously 
linking this music’s divergent tonal structures with more-specific similarities. 
From the broadest perspective, example 8.1 also shows that every work examined 
shares three large concerns in relation to tonal organization. Each exhibits alignment 
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between large-scale tonal structure and surface events, each evokes elements of traditional 
harmonic practice with consequences for that tonal structure, and each displays 
associations between tonal structure and formal design. The analyses of each work in the 
preceding chapters have made clear that no two compositions treat any of these three 
concerns in quite the same manner. It should be remembered that the list of ten tonal 
devices of example 8.1 is only an effort to describe the shared tonal techniques from work 
to work. Clearly each piece displays, in its independently-defined approach to tonal 
structure, unique techniques that are not provided in this example. To return to this 
chapter’s opening example, no other work surveyed here uses a pentatonic collection to 
spin out its structural pitch centers as Quiet City does; hence, that specific process is not 
referenced in example 8.1. However, the replication of that collection in the opening and 
closing music of the piece, and its secondary replication in other pentatonic collections 
throughout the work, are the elements allowing us to identify Quiet City as exhibiting 
“surface reflection” in example 8.1. The foregoing discussion in this chapter has 
highlighted shared devices that impact the tonal organizations of the works employing 
them. The details of those devices’ manifestations in each piece, and the varying impacts 
of those devices on tonal coherence, differ so as to render each work’s approach to tonal 
structure unique. 
In a sense, example 8.1 encapsulates the intuitions that often surround this 
repertoire while concurrently summarizing the contribution of this study. Beginning in 
the mid-1930s with works like El salón México, Copland began to compose with what has 
been described as a “self-imposed simplicity.”10 This “simplicity,” meant at least in part to 
                                                
10“During the mid-’30s… it seemed to me that we composers were in danger of working in a 
vacuum. Moreover, an entirely new public for music had grown up around the radio and phonograph. It 
made no sense to ignore them and to continue writing as if they did not exist. I felt that it was worth the 
effort to see if I couldn’t say what I had to say in the simplest possible terms.” Copland, The New Music: 
1900–1960, rev. and enlarged ed. (New York: W.W. Norton, 1968), 160. 
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garner a wider audience and better reviews from critics, required an approach that would 
be more “accessible,” i.e., have more in common with musics with which his target 
audiences were already familiar. That this study finds in the composer’s music from the 
subsequent decade “holdovers from traditional tonal practice” and references to pre-
existing formal design (like sonata) should thus come as no surprise, for these are 
characteristics that would seem to increase a composition’s “accessibility.” Many 
commentators have pointed out the relative accessibility of this repertoire and made 
mention of these and other more-general features (such as diatonicism, triadic harmonies 
outside of functionally-progressive contexts, and transparent textures) that contribute to 
that perception of simplicity. This study shows specifically how those techniques are 
employed not only to create a sense of simplicity and accessibility, but how they 
contribute alongside the other techniques of example 8.1 to a given work’s tonal 
coherence. Copland adapts, exploits, and modifies the conventions of functional 
harmony, sonata form, and other pre-existing (hence “accessible”) musical devices to 
forge unique tonal structures that cohere in ways setting them apart from any earlier 
musics as well as from one another. 
By comparing the works and analyses set forth here, a more detailed view of this 
repertoire’s style as it pertains to pitch structure begins to emerge. While the surfaces of 
this music may indeed be more accessible than those of music by many of Copland’s 
contemporaries (or, indeed, than those of Copland’s own early music), the issues 
surrounding tonal organization in these works do not suggest them to be at all simple. 
Even so, when considered together these pieces exhibit some common concern for tonal 
coherence, and even feature commonalities among the divergent ways in which each 
piece establishes such coherence. That these common tonal procedures emerge after 
carefully considering each composition individually for its contextually-driven approach 
to tonal alignment further validates the analytic method advanced in this study. 
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Avenues for Further Study 
Other Pitch-Centric Works by Copland 
We have seen that the compositions investigated here, all completed during the 
1940s, each draw from a common collection of tonal processes. A logical extension of this 
project would treat other Copland works that similarly feature pitch centricity in 
prominent ways in an effort to learn what tonal techniques govern these pieces, and 
whether those techniques reflect those uncovered in this study. By examining his music 
from different periods throughout his compositional career, it may be possible to develop 
a narrative describing how Copland’s approach to centricity, tonal structure, and tonal 
alignment changed and/or developed throughout his four decades as an active composer. 
For instance, his earliest mature works (following his return in 1924 to New York 
from Nadia Boulanger’s tutelage in France), while apprehended at the time as ultra-
modernist and received by audiences no better than the most atonal of contemporary 
avant-guardists’ efforts, do exhibit discernable pitch centers through the use of ostinati, 
triads, and emphasis on interval class 5 in specific contexts. Analysis of the tonal 
structures suggested by these centers and any correspondences between those structures 
and the musical surfaces might certainly prove illuminating, as it did for the works in this 
study. 
Another well to be tapped is the body of works by Copland that incorporates 
American folk music. The compositions chosen for analysis in the preceding chapters 
were selected in part because they do not explicitly make use of pre-existing folk tunes.11 
When a composer limits himself by adopting others’ melodies, the method of relating that 
work’s surface and its large-scale tonal structure might be significantly different in 
                                                
11Appalachian Spring does make famous use of the Shaker tune “Simple Gifts,” but the portion of the 
work quoting this tune is not a feature of the analysis in chapter 3. 
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comparison to a work in which the composer is free to generate all of his melodic 
material. On the other hand, it may be that study of this repertoire quoting folk music 
(Billy the Kid, Rodeo, El salón México, Lincoln Portrait, Emblems, the two sets of Old American 
Songs, and many others) would reveal a similar approach to tonal alignment, 
demonstrating that Copland weaves these quotations into the works’ tonal fabric 
seamlessly, as if they were his own melodies. The validity of such conjecture will be tested 
only by additional analyses. 
Copland’s Serial Music 
At first blush it might seem that this analytic approach would not be useful for 
music employing twelve-tone serialism. One might expect that “tonal structure” as such 
in these works would hinge upon the various statements of the row and connections 
between them. Moreover, pitch centricity is infrequently a feature of twelve-tone music. 
However, Copland’s serial music does at times exhibit centricity. Jennifer DeLapp has 
already remarked on the centric qualities in the serial Piano Quartet,12 and it is not 
unreasonably difficult to perceive pitch centers in various passages of Copland’s other 
serial music. (This repertoire includes the Piano Quartet, the Piano Fantasy, Connotations, 
the Nonet, and Inscape.13) Copland took pains to suggest that he had “adapted the [serial] 
method to my own use,” and in the case of the Piano Quartet claimed that “the feeling of 
                                                
12Jennifer DeLapp. “Copland and Dodecaphony: The Piano Quartet as Dialogue” (paper 
presented to the annual meeting of the American Musicological Society, Columbus, Ohio, 2 November 
2002). 
13All of Copland’s dodecaphonic music dates from 1950 or later. Various authors have described 
his 1930 Piano Variations as “serial” at least in part in response to its theme’s preservation of its interval 
classes throughout the twenty variations while varying melodic contour and overall transposition level. In 
this sense the work is certainly “serial,” but no more or less than any other of Copland’s music, for octave 
displacement and rhythmic transformation of themes are characteristic features of his entire output. In any 
event, this piece does not manifest twelve-tone serialism.
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tonality or of tonal center is rarely missing.”14 This perspective is reflected by those critics 
who have commented that this repertoire still “sounds like Copland.” Leonard Bernstein 
is reported to have told Copland immediately following the premiere of Inscape, “Aaron, 
it’s amazing how, even when you compose in a completely ‘foreign’ idiom, the music still 
comes out sounding like you!”15 This perspective may have as much to do with this serial 
music’s evocation of pitch centers as much as any other factor. 
Given the position held by Copland and other commentators that his serial work 
is otherwise not so divergent from his non-serial music, it stands to reason that the 
analytic method advocated in this study may also have applicability to this repertoire. 
The results of such analysis may demonstrate interesting correspondences between pitch 
centers and the ways in which the work makes use of the row. Alternately, attention to 
centricity in this dodecaphonic music may bring to light an otherwise latent tonal 
structure that operates independent of the details of the row’s employment. There has 
been no meaningful attempt to date to describe a large-scale role of tonality as it can be 
perceived in Copland’s serial music. An adaptation of this study’s approach could 
constitute a method for unlocking its tonal organization, which may more specifically link 
this repertoire with Copland’s other more blatantly tonal music. 
Pitch-Centric Music by Other Composers 
In the same way the present study comes to some conclusions about Copland’s 
style in his 1940s output as regards tonal structure, this analytic method might be applied 
to bodies of pitch-centric repertoire by other composers. 
                                                
14Copland and Perlis, Copland since 1943, 151. 
15Ibid., 353. André Previn concurs: “A fascinating aspect of Copland’s compositions is that his 
particular voice, his handwriting, is discernable even in his most dissonant works. It is undeniable that 
Connotations and Inscape are forays into serialism, but… could not possibly have been written by anyone 
else.” André Previn, preface to Neil Butterworth, The Music of Aaron Copland, 6. 
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The aims of such analysis could vary. In the first place, examination of a body of 
work by another individual composer may shed light on that composer’s typical approach 
to pitch organization in the same way this study has for Copland (or at least the Copland 
of the 1940s). Contrasts with Copland’s characteristic treatment of tonal structure could 
be drawn. Alternately, Copland might be shown to share common treatments of tonal 
organization with other composers. Indeed, the tracking of similarities and differences in 
treatments of large-scale tonal organization from composer to composer might constitute  
a meaningful method for comparing tonal styles. Clearly, Copland’s musical surfaces are 
palpably different from those of, say, Ralph Vaughan Williams or André Jolivet, though 
all three make use of pitch centers. How do these varied surfaces correspond with the 
tonal structures they represent? How do the structures differ from one another? How do 
the structures’ correlations with surface pitch events compare? There already exist 
analytic methods that can distinguish among large-scale tonal structures by various 
composers of traditionally tonal music. Certainly development of a similar method to 
address the similarities and differences in large-scale organization of different bodies of 
post-tonal pitch-centric music is a worthwhile pursuit. 
Another potentially intriguing project would involve analysis of music by the 
loosely-construed group of younger American composers who studied with Copland, 
openly admired his music, and/or cited him as a major influence on their own music. 
Such composers might include David Diamond, Stephen Sondheim, Ned Rorem, Lukas 
Foss, Leonard Bernstein, Virgil Thomson, and others. An analytic project exploring 
similarities and differences in tonal-organizational approach among this group could do 
much to establish or refute the notion of a mid-twentieth-century “American school” of 
tonal composition. 
In short, our understanding of music by many composers besides Copland may 
benefit from analysis that concentrates on its pitch centers, other salient pitch events, and 
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the connections between them. By comparing the results of such analyses with those of 
music by Copland, it may become possible to better articulate the commonalities or 
divergences among these repertoires and to discover new methods of describing the ways 
in which these composers influenced and inspired one another. 
Study of Copland’s Compositional Sketches 
The analytic work in this study took as its starting point the musical surface of 
each work as it might be perceived. As described in chapter 2, salience is an overriding 
factor in the analytic decisions made here. That being the case, there would seem to exist 
potential value in learning more about Copland’s own conceptions of pitch centricity and 
tonal organization in these works. How do the composer’s intentions regarding pitch 
structure, inasmuch as they can be ascertained, relate to the structures defined in these 
analyses? 
Copland unfortunately had little to say about tonal organization in his music—in 
general or in regards to specific works. Another possible source for learning more about 
his views on this subject is his collection of compositional manuscripts and sketches now 
housed at the Library of Congress. The analysis of “Nature” made secondary use of a 
single page from this archive, some parts of which are publicly available via the internet. 
Scanning these pages reveals that Copland sometimes went through several versions of a 
given passage, changing its tonal focus (or foci) in subsequent revisions. More exhaustive 
examination of this material, which would require visiting the library in Washington, 
D.C., could reveal in much greater detail the possible reasoning behind such changes and 
those changes’ impact on tonal structure and alignment. 
 
This project has demonstrated how the pitch centers asserted in a particular 
Copland composition interact with other elements of the music to give the piece a sense 
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of internal coherence. Further, a selection of the methods by which the works in this study 
foster that contextual coherence is shown to reappear across this repertoire, manifested in 
various yet related ways. That Copland was a careful composer of well-crafted music is 
widely acknowledged. This study’s aim has been to make explicit some of this music’s 
characteristics giving rise to that acknowledgment. As he was regarded as the “dean of 
American composers,” is admired and emulated by subsequent composers, and  remains 
consistently well-represented in performed literature to the present day, it stands to reason 
that his music might be more than simply “accessible”—if in the light of this study it can 
be described as simple at all. This study testifies to the music’s consistent concern with 
tonal structure and alignment, while demonstrating the varied and often subtle ways in 
which that concern is manifested in individual works. The resulting unity may contribute 
to the intuitive attractiveness of Copland’s output perceived and articulated by many 
other composers, musicians, and scholars. 
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